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Brttxsh poet and essaylst ‘\«[atthew Arnold (1822 1888); usmg

experiences accumulated as a school inspector travelmg between

England and the Continent to compare British and French schools.
composed the poem “"Dover Beach” in 1850. In it he sought to. put
into words his feelings as he stood on the British shore looking at

the English_ Channel with the. 7French coast in the distance.
“Listen,” Arnold (1963) asks his imaginary or real companion, Do

you hear "the grating roar/ of pebbles which the waves draw back
and fling/ At their return, up the high strand,/ begin and cease,

and then again begin?” {pp. 210-211). The same "eternal note of
sadness” was also heard by Sophocles (496?-40€ B.C.) nearly 2,500

years earlier in another land near another body of water; the
Aegean, - -
___In allu&mg to. Sophocles Arnold recognizes the tlmelessness

and universality of human experience. Sophocles, he suggests, also

felt and understood human suffering. The two shared at least one
additional attribute: They both sought to put their feelings in

words. For both; spanning the distance from experiencing life. I:o

writing about it was natural; for them, language was an integral

part of life. Both Arnold, the British school inspector -and

Sophocles; the Greek dramatist, although they lived thousands of

years and miles apart, shared the love of and need to express their

feelmgs in llterary language e

kinds of language, bndges “the subjecnye state ana the phvsxcal
reality of the outside world.” It serves as .an excellent model for
observing and studying as one learns a language. “The teacher f

languages is at the same time a teacher of literature, and the
reacher of literature is a teacher of language, for the two functions
are inseparable: they are communicating vessels that nourish each
sther. thev constantly invade each other's territory and cannot be
conceived except as a single realitv” (p. 5i. Allen (197%) describes



X Introduction

the intéraction as follows: “If human experience is the what of
literature, then surely language is part of the how” (p. 326).

__Literary language presents the universality of human
experience and stimulates readers to be continuaily renewed by
their experience, by what Wordsworth, as recast by Thomas Wolfe
(1957), called "the music of the lost world . . . the great forgotten
language, the lost faces, the stone. the leaf, the door” (p. 503).



1

terature
in ESL

The Role of Li

i.;teigaiuffa Eakéé 613 varied, sometimes seemingly confhctmg fgégé
in the world of English as a second language (ESL). While literary

language is Felpful for learning a ‘language; its more important
purpose is “the revelation of creativity; of the knowledge of the self

and of others manifested by that language used in literary context”
(Balakian, 1977. p. 4). Language teachers, according to Balakian,
often misconstrue literary language as communication rather than

as creation: As a result, in foreign and second language classrooms,

literature may serve mundare rather than creativegods. __ .
_ This liability is familiar to both the proponents and opponents

of literature in ESL. As the result of various. trends, literature--at
least creative uses of literature--has been pushed to the back of or

even completely out of many classrooms. Nevertheless, literature
has continued to be widely used in its pure forms and in various
adaptations in ESL teaching. It would be difficult, for one thing, to

drive any method completely out. Literature reemerges in other
guises, such as in dialogues, in songs; and .in_other forms in ESL
texts. Wolfson's (1979) study of spoken narration provides an

ESL. - o - :
__Although literature; as a part of ESL, has suffered both from
attacks by ESL people and concerted attempts by some to disregard
it, it has never been ignored. o

- The controversy-if there is-a controversy-—-centers not -on
whether literature should or should not be a part of ESL
curriculums, but on how, when; where, and why it should be used,
Nothing could be healthier for literature and for ESL teaching

example of an osral form that is of great relevance to literature in

than this debate. Vigorous discussion of how literature and ESL
instruction can work together and. interact for the benefit of

students and teachers has resulted in and continues to promise
interesting ideas. learning, and improved instruction for all. The
controversy reflects a natural interest in and excitement about

10



2 Literature in ESL Instruction

literature itself and its place in ESL instruction. Fortunately, it
find the use of literature in language teaching an interesting and

worthy concern.

HH
k1




"The dxsregard of hterature is widespread and misguided.” It
creates "a condition of exile rather than providing a new
homeland” (Charlesworth, 1978, p. 157). The reasons for the
disregard of literature in the -ESL curriculum-are outside the
domain of this volume: Instead, the many excellent reasons for

incorporating literature in the curriculum are discussed here:

Literature is inherently human; its stories, poems, and plays
portray a wide variety of human concerns and needs. Because it
reflects people's timeless values and preoccupations, literatire
étti'éi:té i‘éédéi‘g Of course,- thé§é iiiiiiiéi‘éél i:6ﬁééi‘ﬁ§ téké 6ﬁ

partxcular Butxsh V[ctorxan manner, while Eudora Welty's
American musician, Powerhouse, from the story of the same name,
tramps the M1551551ppl Delta and announces his loneliness in an
idiom and a way that American Southerners can best cotaprehend.
Yet both accounts describe pleasures and plights that are familiar

to all human bemgs The perennial concerns of the heroes and

heromes depicted .in these fictions, if presented appropriately,
communicate to all. The works discussed here amply demonstrate
literature's inherent humarity. -

At 1ts best hterature deplcts situations, people and 1mpulses

,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,

account or a 1eeimg that a reader may not or cannot experience, it
brmgs out What in the actwn or feelmg is common to many people

,,,,,

ébroad that 1t reflects the human condztzon better than other

[ SN
I



4 Literature in ESL Instruction

literatures’ But naiives of all ctjuritriéé isr’obélslsl feel that their

Fairer aad closer to the truth 1 may be the no,txon,tha,t,all ,ll,terature—
Korean; Peruvian: or English--reflects the human condition:

Human beings_have always faced uncertainties and lonelmess

aé well as fulfillment. and writers from William Blake to Samuel
Beckett have depicted both sides of life. Literature is rooted in
dally hfe the actlvmes that people carry out each day The world of

and breakmg appomtments runs ,,t,hr,ough,a.ll, ,,l,,ltgrature., And of
course, it is a world that ESE ;ﬁtliﬁdéiﬁiii@@)}iéé@@}‘éfnriligirj’iiﬁ

Literature can help students become comfortable and functional in

their new environment. Beneath the surface reality, of course,
exists the soul of a society, and a student. as Bradford (1968)
suggests, can learn to understand not only the top layers but also

underlying psychological elements. -
- _ Literature's universality includes. not. gnlv people and_ events

but extends also to issues. Certain problems have always puzzled

people, and significant ideas have always been intriguing: Arnold's

wish to have communicated more fully with a person no longer
available, also expressed by Hayden in "Those Winter Sundays”
(discussed in Chapter 3), seems to occur in the work of some writers

inall times.- -
In addmon, literature aLtemp;s to. prmnde clamty therature

wrn:esPoyey (1967), makes people aware and hrmgs them insight.

Literature attempts to unravel, often at the price of great turmoil
and suﬁ‘ermg to author, characters and readers the most mtncate

-Can llterature change people" 'Vlogdy (197D says hteratnre

makes four major.contributions to learning, including especially

personal development. Literature, he argues, can train people's

sensory, intellectual, affective, social. and perhaps religious
faculties. It can also help develop a person's character and moral
judgment.

. Ofcourse-the i pnmary lure of llterature and the major value of
llterature to ESL students is its cultural content:

woiild make a valuable ,tran:,m,o,nal matenal L,l,terat,ure
gives evidence of the widest variety of syntax: the richest

variations . of vocabulary discrimination [t provides

examples of the lahguave empioved at its most effective,
subtle, and suggestive. As literature sets out the potentml

13
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A Rationale

of the English language it Serves as an encouragement;

guide, target to the presently limited linguistic achieve-
ment of the foreign student: (Povey, 1979, p. 162)

The Cultural Value of i;itéi"eiﬁifé

__ESL. students requu-e more . than “language instruction: they
also need an orientation to the target ciilture. This culture is at
best somewhat unfamiliar, and often completely unknown to these
students. Teachers and administrators who have struggled with

thiS deﬁculty have alwavs found a. solnmin in the cultural values

___ Because literature provxdes a model of a cult.ure it is “onie of

the most obvious and valuable means of attaining cultural

insights” (Scott, 1964, p. 490). This function, Scott suggests, should

be stressed by ESL. .- programs. Scott is not alone in his advocacy. of
literature as an effective vehicle of cultural learning. Literature,

wrxtes Rosenblatt (1978i. empowers t tﬁe reader to overcome the

lxtetattiré is a lmk towards that culture whlch sustains the

expression of any language” (p. 42). Marshall (1979) found that she

herself could better appreciate students’ cultiral background when

she helped them conquer the barriers they encountered when
reading literature from outside their culture.
McKay (1982) points out that the cultural problems found in

teaching literature are not all necessarily to be avoided. Kujoory
(1978), paraphrasing Tuers (1971) concerning John Updike's short

story, "A & P,” says that Iranian students had difficulty with the
story because the generation gap is "less astringent” (pp. 223-224)
in Iran than in the United States. Students benefit from dealing

with. siuch problems because by _ surmounting cross-cultural

barriers, they develop_their own creativity. Marshall (1979), for

example, remarks that Puerto Rican students are often weak in

monosyllabic, Anglo-Saxon words but are strong in their
knowledge and use of Latinate vocabulary, as well as syntax. Thus
these speakers are at an advantage, even compared with native-

English- -speaking people; when _ they try to understand the mind

and language of a poet such as Milton; the strength thus

compensates for the first weakness. Literature both overcomes

many barriers between cultures and exposes them so that readers
may become more responsive to them and iimnprove their com-
munication across cultures.

14
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*'i*iié Liﬁgaigéie iiiiisérééiicé a? Liiéréﬁiré

best Lee (1970) crystallxzes thxs argument in hxs edxtorlal

It is in literature that the resources of the language are
most fully and skillfully used. it seems to follow that
literature should enter into the language study -of those
who are to use the language with the greatest possible skill
and effect. (pp. 1-2)
Eyen the lqudest detractors and severest critics: of the use of
literature in an ESB context, such as Blatchford Qa9n2; 1974)

the language can be put They deny only its utility for ES[;
students. -

This noble view-of llterature as the mamfest.atmn of language
resources used as fully and as skillfully as possible does not conflict
with the concept of literature's usefulness. In fact, as Widdowson
’(iﬁ?ﬁ)’jéﬁﬁ& hfératiifé its ontstandmg i}aliié is. ﬁréciéély in its

conventional grammar or,externalg congtext (that is, ou,t’s,xde”trl;e
work) for its meaning; a point to be-elabcrated later. The ESL
student who_grasps this characteristic of literary language will
have learned much about_the various uses to which English;
literary and conventional, is put and will ultimately be able to use
them himselfor herself.

Even before achieving such advanced understandmg, the
nonnative reader can benefit in other.ways from literatiire.
Literature models a wide range of communicative strategies.

Through literature, sooner or later, the student encounters nearly

every kind of communicative technique speakers use or think of

using. Literature displays a broader range of such communication
strategies than any other single ESL teaching component.
Moreover; it xs a teachmg aid for all language skxlls extendmg, as

extensive and subtle vocabulary usage and._ complex and exact

syntax” (p: 42). It stimulates and improves_a_student's_listening

ability when used aurally and encourages oral practice through
discussion, as well as offermg many interesting chances to write

15



A Rationale 7

(Moody, 1971) In short it extends hngtust.xc knowle&ge, affirms

McKay (1982), on_the levels of usage and use (usage refers to

knowledge of lmgmstxc rules; use to understanding how to apply

the rules effectively in actual communication exchanges). As
Marquardt (1968) observes, “the study of the- literatiire of the
language is felt to be the surest way to attain these more elusive
qualities that go to make up a total mastery of the language” (p. 8).
It has in sum; the broadest utility imaginable:.

_Still; critics of using literature in ESL mstructmn, hke

Blatchford (1972, 1974), have made arguments based on (a) the

objectives stated by administrators and teachers in English
language programs m each ‘country; (b) the: trend in the proféssxon

studies. Of the three m-guments » only the latter the need to help

teachers to teach literature more effectively, makes sense. The

others are based, as Blatchford acknowledges, on local and

temporal concerns. These issues must surely be raised, but after
they are considered and dealt with, as they easily can be, literatire
will show itself to be flexible enough to adapt to any considerations
of time and place, and resume its rightful pesition as the best--at

once the richest and the most useful-resource available to

language teachers and their students

No ratxonale far the study of hterature would stand up 1f it d1d
not consxder hterature s effects on learning. Does literature; in fact;
contnbute to learnmg, not just. language learning but all kinds of

and oppdnents of literature in ESL curricula: Widdowson (1982),

countering the critics who advocate only the so—called practxcal
uses of language, replies that life entails more than achieving
utilitarian tasks such as ordering food. He and other scholars agree
that literature should have an educational purpose in the broadest
sense;not merly-a utilitarian function. =

Adeyanju (1978) laments that as ESb has come to be assocxated

with skills development, literature seems to have been left behind.

Summarizing Blatchford, Marckwardt (1978) acknowledges a
reluctance to.open ¢ the doors of hterature study to =tudents who wlll

et

h-cm
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w1thout lt the language itself would be different. I:angnage stuiiy,

asserts Kintanar, is incomplete without literature study. Thus
literatiire has a “justifiable and profitable place . . . in the English
curriculum, irrespective of the role of the English language within
the _country, although it will differ in nature as the role of the
language differs” (Marckwardt, 1978, p. 19). That role should have
a great deal to do with learning: Yet it has often been subordinated
to—or some have limited it to—-the acquisition of skills. DiPietro

11982) suggests this imbalance results from the fact that "we EFL
teachers are a pragmatic lot.” If skill attainment is not the goal of &
class activity, he suggests; teachers consider it without value (p.
216). Yet other kinds of knowledge can and should be gained from

literature. —
Literature pr0v1des much besxdes knowiedge of basic. language

okxlls By modelmg language hterature teaches sustained,

gammg mastety of many 1solal:ed communicative situations such
as_renting_an apartmeat or making a bank deposit- iDiPietro.

1982). Literature, in short, models and teaches coherence of

language and thought. o B
_Obviously, it is the mstructor s task when usmg literature with

ESL students to teach 1t as sustalned sxgmﬁcant commumcatxon

ﬁ'lghj:enmg even to begm They are mvanably certain they could
never. complete it. Yet these same teachers can often teach dxfﬁcult

first, confuse and overwhelm teachers who are. mexpenence& thﬁ

it. Unless the teacher is confident and secure, even the best
rationale for - using -literature with nonnative readers is
meaningless. Happlly, ESL teachers have available a painless and
easxlxcomprehensmle way to handle and conquer: thext féats

knowmg all the answers. What is teqinted instead is the abxhtv to

raise and inspire questions about the literature. The teacher is a
facilitator who first carefully reads and enjoys the literature. The
facilitator should then raise questions with the students. No ques-
tion is too trivial or too silly. The questions may be factual (e.g., Is

there an actual date or real person in the work?); esthetic (e.g.; What

do I like in this work and why?), or critical (e.g., What seems most
useful or most memorable in the work?). There is no limit to the
number or type of questions. There is no need to answer the
questions definitively; ttiey should siinply be raised and discussed.

Put forth your thoughts. Listen to theirs. The students will

E

e | |



A Rationale 9

appreciate your courage and hoﬁégts'; and will soon follow your lead

in questioning. - ]
The next-time you thmk about t.eachmg hterature and start: to
recoil from the work; be brave. Ask a question; then another and

asking techmque will be expmred in this volume thh specxﬁc

poems and stories.
Inherent in hterature is 1ts functlon of co—xveymg knowledge lt

hlstory, or socxology ('Woody, 1971) Mcmay sketched some of the

list_ is only partmL Knowledge of all sorts, past ano present, is

available through literature.
The knowledge literature transmlts is not of course, hmxted to
factual information or theories. Literature may posit_or_depict

something that has not,; up to the moment of the story, poem, play,

or novel; been conceived of, or, if it has been envisioned, has not yet

been fully understood. It presents instead, as Widdowson (1983)

observes, a “new reality” (p: 31). That is, the reader is not expected

to understand a passage within a conventional or previously
erected frame of reference. A situation, feeling, or action conveyed
in a work often depends on no outside context for its validity. Its

i'ééliti i§ b’éééd 6iily on its éSééi'tLtiii and afust.aﬁce in_ iﬁé i&ﬁﬂi

For. example, aquestxon snch as Would you tell me how to get to 6
Belsize Crescent, N.W. 32 assumes that such an address exists in a

particular town, and the questioner wishes to know how to get
there. This may not be true-of some literary discourse. Literature
often requires the reader to interpret it without the benefit of such

guides or definite laws but in terms of new insights or information

giiiéﬁ for the first time exclusively by the writer: This requirement

gives the reader an opportunity to experience a unique kind of

discourse, which Widdowson rightly asserts many readers would

embrace theramre concexved of in this wayL can rontr.bute “to

. i8



Many ESI: mstructors currlculum developers admlmstrators and

researchers support the use of literature for ESL students. ‘They
enjoy researching it, teaching it, and having it in their programs:

However, when asked to teach or oversee. _the teaching of poetry,

those -who are usually confident of success in teaching literature

experience an age-old and primitive squeamishness. Faced with

poetry, they remember frighteningly incomprehensible high school

poetry class sessies and begin to wonder if the literatiire-and-ESL

combination is a good idea after all. ‘ Meeting and reading poetry
agam after perhaps many years, and teaching it to ESL students;

is not only a good idea but can give the teacher a fresh opportunity

to enjoy and understand poetry--a genre that invites involvement,

enjoyment; and understanding in a new situation.

_Poetry--its teaching, studying, reading, and wntmg--needs no

dgfqnse, although it has been successfully defended over the
centuries by the likes of Sir Philip Sidney (1554-1586), Samuel

Taylor Coleridge (1772-1834); and T.S. Eliot (1888-1965); -among
others. More important, poetry demonstrates its own sxgmﬁéiﬁce
The assumption that metry s difficult, and that it is the last
subject we should teach, is just that-an unfounded assumption.
Many factors--various fears and bad experiences-have led to the
formation of this assumption. They are real, yet the positive points
about poetry. far outweigh the obstacles. They can be arranged into
five main categories of benefits: (a) educational and learning; (b)

emotional; (¢) cultural; (d) linguistic; and (e) esthetic.

A Raéiéﬁéié for the Use of Poetry in ESL

Poetry can contnbute to the learmng and teachmg of bééii:
language skills. However, these skills have not been recognized as

s
Wi
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basm (Charlesworth 1978) The most. sxgmﬁcant connection

between learning and poetry is metaphor Most learnmg, as

metaphor as one of its pmmaty methods, poetry off'ers a sngmﬁcant

learning process. More concretely, in a study of writing. students-in

Ghana described by Watts (1981), their grammar errors;, especially

errors of tense and countable and uncountable forms, began to
disappear as a result of their experience with poetry.
What kind of poetry is-most useful for ESL students? Teachers

é@gngnonly assume that simple poetry is best, but they rna,' be
wrong. Students tend to be bored by gverly s'mple poetry: "It was

found that readers derive initial pleasure from a poem they

urderstand and like but they also _derive pleasure from

understanding a poem that is too difficult to have prompted
pleasure from the initial reading” (Charlesworth, 1978, p. 160):
Thus students benefit when they try to grasp more challenging

poems. __
_ At least two addxtmnal learmng beneﬁts can be derlved from

studymg poetry. The first is the appreciation of the writer's

composition process, which students gain by_studying poems_by

componerits. Once they see each part clearly, students can cons;aer

how the poet put the poem together. They do not learn to write
their own poetry this way; rather, having isolated and grasped
each component of -a poem; they are led to an appreciation of how

the poet made all the poem's components fuse into a. whole. In this

way, the student is able to comprehend the poet's composition

process. The student is in a position to imagine the movement from

ﬁrst draft to revnslon A corollary beneﬁt is that the student has in

,,,,,,

develops sensmvnty for words and discoveries. that may later grow
into a deeper interest and greater analytical ability (Spuler, 1981).

Spuler also states that poetry, taught at the earliest. possible time,

can establish a basis for a better understanding of literature later

in the student's education. The openness required to interpret a
poem--as there is no absolute right in a poem (Charlesworth,
1978)--in itself provides-a rare learning beneﬁt ,

Wallace Stevens (1879-1955); a contemporary American poet,
calle&,:t "the malady of the quotldlan” {p. 59) in his poem "The Man
Whose Pharynx Was Bad” (1959). He was referring to the weight of
daily life, which seems to compel people to_repeat activities day
after day without variation. Yet Stevens and other poets have
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shown that the ordmary moments are a proper and even fertxle
source of poetic inspiration. Such moments, when transformed into
poetry, stimulate feelings. Poets lead readers to fulier experiences,

not only of ordinary moments, but also special moments. Poetry
uses_language to evoke and exalt special qualities of life, and

suffuses readers with feelings.
_.. In addition to the ordinary and the specxal moments, hfe oﬂ'ers
the unexpected. Poetry frequently depicts the pleasure of_such

moments. Although this aspect of life is often ignored in education;
when - it occurs in -rhyme; rhythm; or words; it delights

(Charlesworth 1978). Readers are reached on both the intellectual

and the emotional level. Surprise in poetry offers the experience of

pure, undiluted pleasure--heightened because the reader neither

asked for nor expected it.
Poetry, especially lyric poetry, whlch focuses on feehngs,

provides still another emotional benefit. It affords the opportunity

to observe and encounter writers as they are expressing themselves

most intensely. Lyric_ poems--perﬁaps all poems—are written at

moments when the poet is so full of feelings that he or she miist

express them or burst. Such a poem allows the reader to look on as

the poet releases this emotion. As in all such hexghtened moments,
people are often moved tc self-expression of emotions; in words. o or
tears, or Silerice. Feelmgs are arous«d in_harmony with the poet's

own. The reader's emctional 1 response is to some the ultimate and
healthiest benefit of | poetry:

Almost every medium trammlts culture. Poetry has always

been o one of the most delicate and fecund transmitters of cultire,

Charlesworth (1978) says poetry is a major - manifestation of
culture. William Marquardt (1968) shows what_ poetry about

foreign cultures by Americans reveals about Americans' ability to

relate to and accept foreign cultures. The transmission of culture

through _poetry is evidenced by the well-known untranslatablhty of

most_poems from one language to another. Poems, in most cases;

cannot be effectively translated because they are too_steeped in
their own culture. They cannot be transported eisewhere without
loss of identity.-

- This benefit of poetry is s;multaneously one of the m’ost

difficult challenges confronting ESL teachers. The poem contains

so.many cultural elements--allusmns vocabulary, idioms, tone--

that do not translate easily or at all. Such material may discourage
or even repel students and complicate the teacher's task. Glosses; if
they are done well, provide the necessary informalion: At the same

time, glosses may be distracting or; worse; discouraging; if they are
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too ﬁﬁﬁéi&ﬁé Baﬂ glosses_can. éiiéﬁ mislead. 'stiidéii'téLA more

cultural knowledge they require to understand a poem, is dxscussed
lat,er in thls chapter

ianguage common to poetry are so numerous and so diverse that we
can_call them languages--that is; words and sentences used to

express_a variety of states of mind. Figurative language; for

example, includes metaphor, =simile, symbolism, .paradox,
personification, and irony. According to Widdowson (1982), poetry
serves functions as useful as those served by conversation. Poetry
i8 not the limited or arcane brand of langiuage many suppose it to
be. It adapts itself to-a myriad of human uses. Widdowson (1982)
shows how poetry makes the so-called practical functions of recent

linguistic texts apear ethereal. - I

- The sounds. of poetry serve practlcal ptirposes Poets such as
Rbbert Frost, Emily Dickinson, Walt Whitman, and Theodore

Roethke for example, ‘use- rhythmlc patterns ‘that stronglv

poe,ms, can be used even for, pronunclatlon, d!'lllS if desxred
Onomatopoeia, aliiteration, and other sound phenomena common

to poetry may reach the nonnative ear more. rapidly than

nonpoetxcal sounds. The music of poetry is one of its shpreme
beneﬁts

poetic | ,l,anguage, poetry is a fertile source of figurative language
(Spinelli & Williams; 1981). The language of poetry “manifests its
power and flexibility fai- ﬁé’y’iiﬁd the_ WEitiﬁg and speech of everyday

use” (Charlesworth, 1978, p: 162); it is exemplary language.

McConochie and Sage (1985) illustrate how poetry represents. the
ultimate use of the language. In short, poetry is language in its
most economical and compressed form. Nowottny (1965) says
poetry is "language at full stretch” .5). -

becomes a special language It evokes the same. responses evcked

by anythmg d;fferent that is, unnsual dxfﬁcult ~or even radical.

w1thout being consxdered incorrect. Certamly poetry does so mcre
than prose; though this has not been scientifically -measured.
Several attempts have been made to compare poetry and nonpoetic
prose on this aspect (Perrine; 1982: Widdowson, 1975).

Fear that such “radical” language may be too dxﬂ'lculi, as well

as concern about its mcorrectness underiies most pedagogic
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objections to it. In the ESL context, this has led some teachers to
declare poetry off-limits. The lengthy and complex arguments over

the general question of poetry's appropriateness for ESE students

have already been documented. For now; it is enough to urge that
ESL teaching be flexible enough for students to learn language
from both conventional and poetic modes of discourse. Is this enfant
terrible, poetic - language, good for ESL students' language
learning? Do students learn more effectively from nonpoetic
language? No compelling evidence proves this to be the case. and a

good many have espoused the benefits of poetic language in the
teaching of English to nonnative learners.. .. ... =~ ==
Without poetry; in_fact; perhaps knowledge about language

would be diminished. Poetry has served to codify language, to

record it in a form that preserves for future reference the use of

language as it is at a given time, and thus provides a stable basis
for rereading, refining, and changing it (McConochie, 1979).
McConochie names the Iliad, the Odyssey, and E! Cid in Spanish as
just a few of the examples of this function of poetry. o
-McConochie (1982) states moreover that poetry is so essential
to the study of English that, without it, students' English language
diet is incomplete: That is, without poetry, they cannot gain a-full
grasp of .the quality of English. Their language diet would be
nutritionally deficient. Poetry is neither additive nor a side dish: it
isa staple on the menu for learning English. o
- Onice the-centrality of poetry to the learning of English is

acknowledged, the great learning benefit offered by poetry itself—
the_quality_of poetry—can be appreciated. What is pootry? A
primary characteristic discussed by Charlesworth (1978)-and many

others is that poetry is universal. It is not limited-to a single race;

universally compelling. All poems are universal dramas, says
McConochie (1979); alluding to work by Brooks and Warren (1960,
that pervade all people's lives. =~ . ; :
—-.Widdowson (1975) offers. a useful guide for discovering and

defining the essence of poetry. His suggestions stem; at. least
initially, from a linguistic point of view. He observes that each
poem creates its own language or dialect; necessitating a unique
grammar. The grammar of each poem is sufficiently different from
conventional grammar to require its own grammatical rules, and
cannot always be understood with reference to the standard
grammar: The literary work is a "separate and self<contained

whole” (p. 36), and the typical phonological; syntactical, or
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semannc code . of the,,language does not determme the poems

sounds, structure, or meaning. (Of course, such umqueness does

not automatically make a text literary.) Poetry is linguistically

unigie because it uses language structures that go beyond those

normally enforced by linguistic rules. These structures impart

meaning to each language component ( verbs, articles, etc.), and the
conventional linguistic value of these components adds to their

special semantic value..
‘Widdowson (1975) also dxstmgmshes literature from its :oclal

context: “‘Literary discourse is independent of normal interaction;

has no links with any preceding discourse and anticipates no
subsequent - activity, either verbal or otherwise” (p. 54). This

statement is true of many - literary works. To be understood,
hherature must use patterns It must substxtute 1ts owr code for the

,,,,,,,,,,,,

in it§ entu'ety
- Widdowson's discussion of the d15t1ngu15h1ng features of

written literature is crucial to understanding the nature of poetry
itself. Poet.ry;:ombmes in 1ts own :peclal way the characten:tlcs of

dedowson suggests appears to he a mode of commumcatmg

which has no analogue in conventional uses of language” (p. 64).

While his discussion cannot settle the question of the essential

nature of poetry, it does provxde some msxght into  the many
benefits that poetry in and of itself offers. It also points the way for
ESE professionals in particular to uncover aspects and principles of
successfully studying and teaching poetry.

The Main Aspects of Poetry in ESL

When ESL teachers address a poem with the necessxty or. goal

of presenting the experience to students, what sort of meeting is.it?

A poem is a poet's attempt to record an experiernce or state a feulmg
the poet has understood to some extent. A finished poem--finished
in the sense of having received the final, careful attention of the

poet--embodies in_its_words, sentences, .and form the poet's

L L Ll em el gl

meaning to the extent that the poet succeeds in_grasping and

expressing it. If it has been successfully composed. it acis as a

whole, concedling its craft. The poet's choice of one word over
another; the selection of one tormdl approach instead of some other:

24
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and read in its final htaze a lmgbrstlc and formal embodlment of

an experience or feeling:

_ Encountering a poem in its ﬁmshed, state, teachers- dnd readers
may feel overwhelmed. It may seem difficult to know how or even
where to begin in ordsr to understand it, even_on the literal level.

Poetry, especially well-crafted poetry, may. appear to conceal its
craft so well that the reader__may feel it is difficult or even

impossible to_penetrate it sufficiently. to. understand it. When the
poem must be absorbed within a limited time period. a reader or
teacher may initially find it so difficult to make sense of it that he

or she may abandon the effort. A poem may appear to be so self-
contained that it discourages readers from entering:

- -Such discouragement may take two forms: The reader may find
that the poem_holds _together so well that to probe its manner of

construction seems to be a destructive act. The reader is reluctant

to "tear the poem apart,” as this feeling is sometirmes expressed. Or

a reader may view the poem as so compact that it is difficult to
dlstmgunsh one aspect ofthe -poem from another The elements that

T he first dlfﬁcult\ is expressea so often ar.d S0 1ntense|v that it

deserves an_ immediate and. direct response. It is true that to

understand a poem a reader may need to temporarily dnsentangle

one sectxon from another one vonce from another vonce One Ime

no destructlve intent or action is at work here. Tne exercise is
mherentI) creative: at each. stage of the. disentanglement, the
reader strives to grasp how the poet fused disparate elements and

brought conflicting forces into a harmonious whole..
- Both kinds of reader reluctance are calls for help New readers

need help knowing where to begin, which aspects to approach first

in the task of understandmg a poem. The pertinent questions are

as follows: What aspects_of a _poem are significant enough to

provide an initial grasp of the poem? What aspects of the poem
yield the greatest benefits in understanding? What aspects of a

poem have traditionally most helped a reader- gain entrance to it?

Contrary to many readers' fears, -poets do not wish to conceal

their feelings or experiences. They wish to reveal and share them:
Consciously or unconscnously, a_ poet dtsplays his or her words,

patterns; féelmgs, ideas, voices, and visions of life on a page for all

to see and hear._While he or she may not know or -even care
whether anyone actually reads them, the poems are there to be

seen and seen again, heard and reheard. A poem and all its parts

25
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continu'a]ly mvne readers to enter Yet the best opemngq f‘or the

Ways._ of LQQkxng at a Blackblrd” offérs the chance to compaze

different impressions of a natural element and to consider the

various associations a blackbird evokes. Robert Frost's (1874-1963)

“Stopping by Woods on a Snowy Evemng provides another kind af

opportunity. Entry to the poem is enabled by questions. of
identification and motivation: Who is stopping? Who owns the
woods? Why would someone rlsk &eezmg t0 death by lmgermg in

,,,,,

questlons are sporitaneous and the reader has no lmmedlate need

to look further. Not every poemn proyxdesjhe same opportunity or

degree of accessibility; poems have varying accessibility ratios. But

ajl poems can be approached from many directions. Not all
apertures reveal as much about a poem as quickly as some, but all
are useful andr none lead the reader coxnpletelv astray

other cruc1al locations. Each pressuzepmnt is connected as-in

Chinese acupuncture, to others, perhaps far removed. The reader

gains new information at each point and finds new routes to still

other new pomts of information and departure. Each location is a
source of meaning that intersects with other criss-crossing lines of
meaning. A poem_is an intersection of infinite networks, all

interweaving and revealmg themselves finally as a whole. The

crucial paradox of poetry is that the more diverse its signals; the
more they are one.

 While nearly all explorations of a poem will bring some
understanding; certe’. .tarting points have proven especially

useful for retracing the poct's clear tracks. Any. analysis of a poem

achieves some understanding of the poet and the poem by tracing

or retracing the poet's steps. Ths process does not differ greatly

from methods- used to grasp any account of an etpenence or

The analyst needs to Rnow what if anythmg, happened who was

involved: the sequence in which it occurred or-is perceived to have

occurred; the sensory environment (sounds, sights, smells; tastes,

etc.); and, if possible, what it amounts to--what, in short. it means.

While other starting points, such as tone, mythological basis,

, 26
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sentence structure, and so on, may be revealing and even at times
essential or predominant, these five points usually involve the
greatest number of and the most important interconnections: they
go most directly to the poem's center. - :

A 26-word, four-line poem of the 14th century, "Western
Wind,” incorporates the anonymous poet’s_feelings in two stanzas

that use all five basic poetic aspects. Adapted for the Taverner
Mass_written by Thomas Taverner (1490-1545/46), “Western
Wind"” is a tapestry of narration, speaking voice, form, language,

and theme. o o
Western wind, when wilt thou blow,

The small rain down can rain?
Christ, if my love were in my arms,
And I in my bed again!

This poem may be appfoaéﬁé&fFBEiéeveral du'ectxon§ The

clearest starting point is to determine what is happening in the
poem. Although the question may seem naive, it can be expected to

elicit many suggestions. A boat is lost at sea, one student_may

postulate. Another may suggest that someone is in jail. A third
may posit that a man or woman is praying for rain during a dry
spell. If students do not suggest where the events may be taking
Place; the question of location may be interjected. Then the -two
questions may be played off against each other, elicitirig reactions

while encouraging the students to relate the two sets of answers.
The_teactier may ask, for example, how the student. knows _or
imagines. the speaker has arrived at sea, offering many possible

options. Ideally, the options should emerge from the students’
remarks and at the same time help them connect one student's
comments to another’s, and to interconnect locations or the time

frames (minutes; hours, days, years, etc.) in which students

understand the events to have occurred or-be-occurring. Thus the
single question What is the situation? reveals the narrative essence
of a poem, as well as its time, setting, and conflict. Once
participants have been drawn into the poem, and have enlarged the
space of the poem so that their imaginations can move about freely

within limits, establishing possibilities that they will be able to

develop and refine later on, it may be time to shift to another,
related aspect of the poem. The first area; narration_in_this

instance, has by no means been exhausted; rather; it has been, for
the purpose of the class, sufficiently enlarged. =
To reach this point, the presentation and timing of the

questions and options are as important as the questions and

527
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optmns tﬁemseives Teachmg poetry is a dynamlc process The

teacher must_not confirm_or deny students' responses but rather

acknowledge them, and with a question or oblique comment; lead

students to review their reactions or relate them to ones they have

already heard. An answer may be met with a question or

counterstatement iricluding, if appropriate, facts that contradict it.

Or; if possible, the teacher may bring it face-to-face with a different
or_even contradictory possibility. Whenever possible another
student; not the teacher; should lead the first student to reconsxder

his. or her observations. By sustaining the interplay between

respenses and opinions, without favoring or disapproving of any,

the teacher can encourage a multidimensional rather than linear

discussion and understanding of a poem: This procedure can be

iised with every aspect of a poem. Of course, as thc exploration of

the puem proceeds; observations and discoveries made in one area
will be carriec over and related to discoveries in many other areas.
~ When the. tlmeseems npe to leave the story line f‘or another

understandmg they gamed from their discussion of the. story lme
Moreover, at any time they may briefly return to the story line for
information concerning point of view.

__.Nodoubt it w1ll seem dxfﬁcult durmg the dlscussmn of the tory

the events. are occurnng or_at least to consider who may- be

involved in them. Some students usually refer to:the speaker

anonymously or use the third person singular masculine pronoun,
he. To shift to the area of speaker identity, and again to force back
the walls of the discussion, the teacher mlght simply ask, "How do
you know this is a he or a ‘she?” or “Who is this person?” Current

critical theory bears out the practice; common especially to post-

Romantic poets, of creating speakers distinct from -the poets

themselves. The question of identity is bountiful; and the teacher

should be ready, at appropriate intervals; to introduce or recognize

the poss:bllmes of the narrator's sex, age, occupation, class,

country of origin; and so on. The poem may not definitively answer
the identity question. But considerable material may be found in
the poem relating to_the speaker. Given -the-situations students
have discussed, would the speaker more likely be a woman or a
man? [s it possible to tell? Does the narrative preclude a child or an
elderly man or woman from bemg the speaker? Why or_why not?
Has historical information arisen in the discussion that can direct

ustoa llkely occupatmn f‘o:- the speaker" Is there a speaker or is

28
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imagined a plant or_animal conversing? These are all rich
possibilities that can be accepted and followed, at least for-a time.
Eventually; a range of likely possibilities for the speaker's identity
will develop that can be debated by the class. Then the possibilities

may be discussed in conjunction with another of the poem's areas of

expression, possibly the poem's structure or the speaker's
1érigu,agef .o - R — -

- The._brevity and: simplicity_of “Western Wind” may lead
naturally to a discussion of the poem's form. The students may-be

asked whether the manrer in which the speaker has arranged his
or _her thoughts and feelings is revealing in any - way. The

discussion of “plot” and speaker will have stimulated students’

imaginations to offer suggestions concerning form that stem from

what they know about the plot. They may be_urged to consider how
a person of a certain age or background in a given situation-lost at
sea, for example-might respord to a crisis. How would the
thoughts and feelings of such a person in a predicament differ from
those of & younger man, of a woman, of an experienced seafarer,
and so forth? Who would be more likely to remain calm;, who to

panic, who to despair? ; : .
~ Within such a framework, siudents will eventually discover
two significant structural facets of "Western Wind.” First, they will
notice that the first two lines of the poem are in the form of a
question. Second, they will find that the tone of address in the poem
changes abruptly from the first two to the last two lines. The

poem's abruptness of form mirrors the utterances of someone who
is likely to. shift moods suddenly. Of course; in the context of an
unstable situation such as this poem’s; this category could include
many people. Yet this abrupt shift includes a reference (curse or

plea) to a furce above or beyond the speaker. Who would call the

Western Wind "thou,” and beseech it to moisten a barren place or

state of mind, and then suddenly cry out in anger or loss of control
for his or her love and the solace of his or_her own_bed? This
challenging question also contains a time dimension: How much
time, if any, has passed between the reaction of the first two lines
and the cry of the second pair? Is there an interval? Has the
speaker considered or remembered something new in the last two

lines? Has something happened? Happily, these questions cannot

be isolated from concerns of story and speaker. In _fact,
understanding form is a prerequisite to understanding the story:
form is a manifestation of the speaker that leads the student more
fully to the poem's center. -

29
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The srpgiaker s words themSélves now demand to be heard They

can_no longer be disentangled-from narrative, voice, or- form.

Students will know him: her; or it not only by what is said but by
the words used_to say it. What is distinctive about the speaker's
language? What will his o= her words add to our understanding of
the story, situation, and dynamic of the poem? Often, they help us
determine which of the ways we have been looking at the poem best

fit the poem itself. The speaker's- language--its sentences, words,

sounds, and even pauses—reveal much of the essence of the
speaker's._plight; personality, and thought -process. If the words

small rain, for example; reveal an especially delicate sensibility,

this will affect our sense of how the speaker reacts to_his or her
situation, and in fact of the speaker's identity. If the awkward

syntax—the absence of expected transition so that-seems to
indicate a psyche under pressure. then it will help the reader
decide ¢ among the choxces about the speaker s su:uatxon that Would

tie word Christ? Does. the exclamatxon pomt at the close of the

poem indicate shock; anger, dismay, or_some other feeling? What

precisely does the alliteration in the first line (Western wind when

wilt .. .) reveal about the speaker's state of mind? In any poem; but
certamly in a poem of 26 words. the- language of the main speaker
reveals the course of the poem, which, through observations of

narration, speaker; and form, students have been followmg Solidly

on.course, we can stay with the flow as it takes us to the meanings

of the poem--the themes. o
‘The students will now be ready and eager for a full discussion

of the poer's meaning. Other aspects of poetic expression, such as
irony; paradox, myth, and symbol, may be discussed before or

during a discussion of theme. But for the most part the concerns
from which. ﬂeas are formed about a poem's theme have already

theme and perhaps hazarded guesses about it. At thls point

however, the first formal discussion of theme should begin. .~

~ While all the aspects of a poem previously dxscussed are
background._ for and esseritial to discussing theme, students do not

ordinarily make the jump to theme smoothly. To overcome this

reaction; the facilitator can ask several questions. Why are -this

situation and this speaker important to us? Why do we care about

what is going on here? These two questions are other ways of
askmg what is universal in this situation Another approach, more
closely linked to the class's previous discussion. is to ask what we

have discovered about the situation with which we began. What do
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all the poetxc components have in common? What is the speaker
feeling about the situation? If either of the two kinds of questions

elicits the response that desire or frustration, or some kindred

feeling, dominates the poem, then the discussion of theme has

begun. Encourage the students to elaborate on their responses; ask

them to specify the patterns and details of this frustration and
desxre _Ask them to consnier what the speaker desu'es f 1t is

are:;ta:mannfestatlons7, If,,re,actxons to absence and longlng are
involved, then what prevents the speaker from obtaining what is

- A g L L e e

missing? Draw out such responses, even when_they won't bring
definitive answers. Of course, students should and will weave these
forays mto theme wlth the understandmg they have accumuiated

poem: Students may state several such sentences; then work

together to capture the universality for which they have striven.

They may work as a group toward producing a statement_that

reflects a compromise among conflicting ideas and includes the
essential vxewpomts The result should be a theme statement or

class's tentatxve account of the 1 major universal thrust of the poem.

For "Western Wind,” one possible statement might read as follows:

“Expression of the deepest despair, the strongest rage, or the most

fervent pleas may sometimes be all one can do in a difficult
situation.” Not all students or all facilitators will be completely
happy ~with this or any other statement of the poem’s theme. For
example, some may say, rightly, that this statement does not
reflect the disruption of the normal life cycle emphasized in the

poem. However, satisfaction usually comes from the process itself

of having explored and come to know a poem in some depth:

Prmmples for Teaclimg Poetry

in the ESL Settmg

outlmes ofa general approach to poetry The followmg guldelmes

can be drawn.
_First, ldenuf_‘y the approaches that are best suited 10 the poem at

hand. Although most approaches prove useful for any poem; each

poem responds better to one or another particular approach. In
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preparing your lesson, look over the poem carefully, roting its most
significant features. For example, if, as in "Western Wind,” the

situation portrayed from the start is a need_or a request for the
wind -to blow and- the rain_to_rain, you may pursue this with

questions. A search for the possible reasons for-the request is an
obvious approach. Asking who may be making the request follows

logically. The location of the speaker also seems to require

investigation. Here the experiential (a poem rooted in a person,
place, and time) approach is indicated. Of course, in this approach,
these questions inevitably lead to others--order, language, and so

on. If a poem begins with a comparison, as does Shakespeare's
sonnet Number 130 (My mistress’s ezyes are nothing like the sun),

comparing_his mistress's body to objects of beauty, then the
sequence. and unity of the -comparisons may determine_ the
approach: eyes, lips, and so on. Thus an- approach corresponds to the

directions the reader may take in enjoying and understanding a
poem bused on the clearest signals it emits—narrative; structural,
experiential, orother. = ) S
Second, begin your presentation with an oral reading of the
poem. Poetry has its origins in singing, and music in general is
basic to it; it is an auditory experience. Ideally, the students
themselves should read the poem. If possible; before the reading,

review the pronuniciation of words; the rhythms, the fact that iine

endings don't require stops, and other basics. Have them practice

reading at home. Then ask some students to read the entire poein

or individual students to read parts (lines or stanzas) of the poem.

There is no harm in reading the poem more than once. It helps the
students to feel comfortable with the poem, and may stimulate
them to observe and question the differing tones of the readings:
You yourself may also read the poem aloud once. The first five
minutes of a poetry lesson are often pivotal: Reading the poem
aloud can ensure its success. When the lesson is finished, have

Students; with their new understanding of the poem, reread it
élBiid.,;: Il - So - S ; S
- - Third, begin questioning with the story or narrative base of the

poem. Since all poenis contain some_narrative element, this is
always a good place to scan for a possible start: Identifying a plot,

or sequence of events; often makes it easier to grasp the outlines of

a poem. Even poems with no overt narrative often assume. a
background of events. In addition, students feel freer to explore the
poem once they have absorbed the surface meaning. o

- Fourth, encourage students to make connections among various

aspecis of the poem, rather than seeking out definitive answers.
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Keep afloat a range of controlled possﬂnlxtxes about the poem At
each stage of the process of dxscovermg a poem, pertlcxpants are

have found. To avoid these premature 1nterpretatrons the
facilitator should strive to_prolong pluralistic visions of a poem.

Suggest_and._ reinforce relationships between _questions already

asked and those presently being asked, between points already

made and those presently on the table Encourage the students to

varxous parts of a poem. The chief advantage of this approach is
that lt keeps students alert to the subtle relatxonshlps ‘among the

speakers voice may be a reacmon to a certam sxtuatmn 1n short,

the discussion should be dynamic, moving toward a grasp of the
poem rather than toward a mechanically preordained interpreta-
tion. Tell stuidents that finding connections between interlocking
parts of the whole poem, and not a bland statement of the poet's
entire meaning, is the goal. Release the students from the tyranny
of seeking answers; let the discovery of the ﬁoéiii's possibilities and
unity emerge: B}

Fifth, conceive of the poem from various dzmenswns vzsuai
audttory, sensory, structural, and so forth. It is a truism that noth-
ing can be seen completely from one angle alone. Poetry is no
exception. If cnvisioned from multiple points of view, it will
blossom in various hues. Allow yourself and your students the
luxury of many lenses and many viewing locations. If a discussion

bogs down in one area; such as structural, turn students’ attention

to the senses the poem_ speaks to. In short, a multiplicity of
viewpoints enthances the study cf any poem.
Stxlh provtdé for the undérstandmg bul not the meanmgs of

discussion of a rroem proceeds, students may occasmnally feel
blocked when they encor:nter an_unfamiliar word or_cultural

allusion: At times, a historical, social, or religious reference is the
basis of a poem or a part of it. If poems have been well-selected and
prepared for noanatwe readers, thls should ~oceur mfrequentlv

process of reachmg more deeply mto the poem Determine whether
the information is really needed at the time it first comes up. s it

essential to. their_ grasp and enjoyment of the poem? If not,

encourage the students to move on and return to it later when
additional information or understanding may clear it up.
Otherwise, encourage alternate methods for students to grapple
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with the crucial reference. If the words or ailusions are essential,

do not provide the meanings yourself Assign each student, early

on, at least as a first try, one word or allusion to report on to the
class. Handled this wey, the task does not become too arduous for
any one person. Even if the student cannot come up with the
meaning or the full sense of the allusjon: he or she wiil provide a
beginning in the process of understanding the reference: Other
students or the facilitator, who may know the culture better, may
use their knowledge to fill in any missing gaps. The unfamiliar in
the poem becomes, then;, not a dreary obstacle but another step in
the excitement of reaching more deeply into the poem.

_ Seventh, dont lose sight of the poem's uniqueness and
wholeness. Each poem creates its own world and; if the poem is

effective; each part of its world is consistent with every other part,
The particular world never existed before and may never exist
again. it is both coherent and ephemeral. Yet, as we have seen, its
coherence is comprehensible. It yields the same kind of answers to

the same questions people ask of their daily lives: Why do we like
one person and dislike aniother? How can we overcome our fear of
the unknown future? Why am I bored with my job?

How to Teach a Poem: A Model

There was never any more inception than there is now,
Nor any more youth or age than there is now,

And will never be any more perfection than there is riow.
Walt Whitman, "Song of Myself” 1]

. You are never readier, the American poet Walt Whitman
(1819-1892) tells us in these words, than you are now. You may
know more, or feel more confident at a later date, but at this
moment you are as prepared as you will ever be to enter and
understand a poem. Poetry accepts you at your current level of
readiness—no_matter what it is: This is most certainly true of
“Those Winter Sundays,” written by the black American poet
Robert Hayden (1913-1980).

Those Winter Sundays

Sundays too my father got up early

and put his clothes on in the blueblack cold,
Note. From Al of Ascens: Net ana Seiztea Poams oy R Haycen, 1975, New Yorx: Lverigt. Copvrgat 1975
ov Liveright, Reprinted by permission,
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l:hen w:th cracked hands that ached
from labor in the weekday weather made
banked fires blaze. No one ever thanked him.

I'd wake and hear the cold Splmtermg, breakmg.

When the rooms were warm, he'd call,
and slowly [ weuld rise and dress,
ﬁaaririg the chironic angers of that house,

Speakmg mdlﬁ'erently to him

who had driven out the cold

and polished my good shoes as well.
What did I know, what did [ know -
of love's austere and lonely offices?

. Tﬁe,ﬁoem asks 3 yon in; You 1 seem to enter mto the mxddle of a

conversatlon wuh someone you know tmly sllghtly So conversa-

S0_ basu:, so mundane, so unnoj:u:eaB : a day of the week a person

a possessive adjective defining the relationship: Yet tke ordinarily

simple adverb too carries with it a pull, for it suggests that you and
the speaker have been speaking about his or her father's action, in
a part of the conversatlon that precedes the start of the poe"n Thus

involvement in an ongomg situation.. B
. What. kmd of situation 1sn" The title snggests the snbject is not

Sundays Agam the title hmts at earlier conversatlons and shared
previous knowledge of the days- bemg referred to: Those Sundays
were winter Sundays 'I‘he sttuatlon isnota current one smce tﬁose

meludmg(a) that you, the hstener have prevmusly discussed these

times--that is, the subject is not totally new to you; (b) that those

days are past, \c) that they were speclal nonroutme days--Sundays

Northern Hemisphere, cold days wlth less l,lght,,than in other
warmer seasons. The first four words have established a familiar;

even congenial tone, hanishing any bruptness. The speaker and

you, the listener, have been conversing comfortably and continue

to do so:
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What other mformatlon does the speaker choose to tell‘7 The
speaker focuses not dlrectlv en hlS or her own hF but on the effects

dominates the ﬁrst stanzas We learn that he got up early on cold

Sundays, just as_he did on weekdays, that he was probably an

outdoor or factory worker, as indicated by his aching hands
cracking from his work; that, nevertheless, he started the morning
fire to warm up the icy house. In the second and third stanzas we
are told that after the fire was burning strongly: he-would call his
child. The child would find that the father had also shined his
child’s _special (good) shoes. As one student; Kolb (1983), has
observed:

Clearly, the father is not a._ lazv man, nor one. who felt the
world owed him a living. After working all week; his hands

aching and cracked from the hard work and cold winter

weather, this man could have chosen to stay in bed on
Sunday mornings. . . . Instead we see this man rise quite

early in the- mormng, get dressed in the bitter cold, warm
the house with a blazirig fire; and polish his-child’s shoes.
He didn't insist his child should get up with him. His atti-
tude is a caring and unselfish one, as we see him allowing
his child to sleep while he attends to taking the chill out of

the cold house: We can see how considerate this man is in
that he doesn't wake his child until the house is sufﬁclently
warimed. We don't hear him complaining or expressing
bitterness about his life situation; so he seems to be an
accepting_rather than an angry type of individual. He

knows apparently how to lave unconditionally, even when

his child shows no appreciation and speaks indifferently tc
him. (p 1)

mcludmg presumably this chlld "ever thanked im.” When called
on those cold Sundays; the child would respond slowly, reluctant to
enter the turmoil and anger of the house. The child says he or she

spoke to the father without feeling: This, then, is what the speaker

recalls_and tells of those years. Of course, in looking back; the
speaker may not understand ail that has occurred since then, or not
be able or wish to recall or reveal all the details of that period.

~ With what words, images, details, sounds; sentences, riymes;
and rhythm the speaker recounts his or her experience is as

important as what he or she reveals. Rereading the poem with the
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notion of wmter in. mind, notxce that the Opposmon of two
categories of words the speaker uses stands cut: warm and cold.
The father dresees m the blueblack colci and the chllds words t,o
1s,au1tgreandlonely,words that evoke cQaness _On the other hand
the father makes banked fires blaze hotly. The cold, like_wood,
splinters and breaks under the heat's intensity: Hottest of all are
the chronic angers the child so fears. Anger may arise from cold
mmotives or redctions, but is mherently hot-blooded. Throughout the
poem, these two temperature extremes contend wi.h each uther. -

The very-sounds of the-words-are steamy wit!: heat or-frosted
over with an icy glaze. The k scunds in blueblack: cracked, thanked,
cold, clothes, chronic; and_call stir us to cold_realization of the

tension in the house. Ice resides in the Is and os of slowly, know,
and even love. But flames issue from the bs of blaze, breaking, and
labors, and the gs and ns of ckronic, angers, and the obviously hot

sound of fires. - -
 The selection of hard mechamcal actmns the speake' has
presented is reinforced with monqsyllabm verbs: put; ached, made,

thanked, wake, hear, call, rise, dress, and know. This series of

single-syllable words conveys a world with sharp edges only and no
rounded corners. These verbs make up more than ten percent of the
poern's 97 words. The sentences reinforce the harshness and
trepxdatxon the ~narrator expenenced in the home envu'onment A

the reader to believe more descnpnon wxli follow is. mterrupted
abruptly by the five-word sentence; No one ever thanked him:
Another brief sentence follows: Then another long (38-word),
sweeping sentence appears. Finally, a sharp question, repeated,
ends the poem. What did I know? What did 1 know . . . . The
alternation of - iong -sentences with -short but- sigﬁiﬁi:;é’rit
interruptions mirrors the speaker’s unstable life, as it is recalled
for us. The speaker has no opportunity, and gives his listeners

none, once they are involved in the poem; to steady themselves, to
find solid emotional ground.

The rhyme, likewise, is only partlal half rhyme or mternal
rhyne, and no full end-of- line- Fhyimes. Dress echoes sounda of but
does not thyme -with offices.-Breaking and ached have the same
relationship. Only banked and thanked fully rhyme. Two end words
are simply repeated: him and cold. There is no smooth; tranquil

rounding off of the lines; only sharp reminders of the bind in which
parent and child find themsel ves.
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speaking? What can we conclude about_the speaker from the
details presented and the words, sound, ard rhythins chosen to

explain them? The speaker's geographical location, other than in a
cold climate, does not seem to affect the events. His or her

occupation or even sex does not much matter, though the speaker's
working-class origins are likely. Age may be of importance, to be
discussed shortly, because of the passage of time in the peerm: The

speaker's.character has the greatest effect: He or she is clearly the
father's child: Like the father, the child is sensitive and observant,
with a good eye for detail. The speaker vividly remembers exactly
what the father did for him or her, and phrases the actions in crisp,
precise language: The speaker is also an inherently honest person,

presenting an account that iricludes not only the father's virtues
but also the narrator's own shortcomings. Sentimentality does not
take over in this poem; it is countered ry specific details of the
narrator’sownbehavior.

. . The narrator's most important traits, also akin to the father's,
are courage and the ability to change and grow. After all, the
speaker takes a hard lock at a painful experience of long ago and
reevaluates it from a new position. Both processes—the look back
and the reevaluation--must be difficult. Both require the courage
and the willingness to review and revise perhaps long-held and

comfortable concepts of oneself: The sounds of the poem, the

uneven syntax, and the repetition at the end all suggest that the
speaker is upset. Yet, despite some flinching, the speaker summons

up the experiences, probing and reconsidering them, persisting to
the end. The speaker's integrity and bravery are unquestionable. _
 Considering how much time has elapsed since the events of the

poern, those winter Sundays, these characteristics are even more
telling. The speaker presumably has not lived in the poem's
location for years, but has willingly transported himself or herself
emotionally back to the place and time. The painfulness of the

journey is suggested by the off-balance striicture of the poem itself.
Through 12 of the poem's 14 lines, the speaker recalls all of the
father's acts. Only in the final two lines does the speaker finally
hone in on and acknowledge the pain of recall. Stirring these old
ashes has taken the speaker over a considerable poetic_journey-as
well. The poem should progress, and has done so, but only to arrive
at the dead end of ineradicable pzin. It takes 12 lines of detailed
recall for the speaker to admit the pain. The space of years and the

distance in miles, rather than extinguishing the excruciatingly

painful realization, have merely brought it to a head.

3%
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_The theme of the pos. begins n emerge here. A e hus
passed; and the speaker has moved away from childhood, he or she,
the son or daughter of a now deceased or somehow unavailable

father, has come to appreciate the quality of the austere and lonely
offices the father carried out for the child. The speaker now

ecognizes how the father continued to do so despite his family's
indifference, and now clearly comprehends this parent's chief
virtue: the ability to love unconditionally. Yet; despite the time,
effort, and anguish involved in the child’s realization, it -is

nevertheless; in one sense, too late to make any differenice. The
speaker may still use the newfound understanding for- his or her
own benefit, but it is too late to communicate it to the father for a
reason the poem does not provide. But it is clearly too late for the
child to communicate his or her understanding, appreciation, and

love to the father. The theme states that people may grow, learn,
and even snatch for a moment a vision of what it means to love.
Still, we are prevented from acting on or sharing what we have

learned. It takes time—often a long time-the poet stresses, to learn
to love, and sometimes, even after all this time, it is too late to put
our learning to use with and for others. The child has definitely

learned something about love ffom the father and from experience,
as the use of the past tense in What did I know? and the knowledge

now of those austere and lonely offices suggests, but he or skhe is,
ironically, prevented from passing along that knowledge or love to
the person perhaps most important in the speaker's life-the father.
 Toarrive at such a statement of theme; which i, of course; only
one way among many of seeing the poem, a worksheet such a the
following may serve as a guide both to you and to your students: A

worksheet is only an_application of the questioning technique
explained earlier. The questions for any poem. concern story,
speaker, form, language, rhyme, rhythm, character, and theme.

They may be considered in any order, and the worksheet may be
introduced either for homework before beginning the class discus-
sion or at the beginning of the class itself.

Worksheet for “Those Winter Sundays”

I Narrative Base

1. Isthere a story or plot in the poem, either stated or unistated?
That is, what, if anything, “"happens” in the poem?
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2. Boes the speaker suggest a conﬂxct or struggle between two

or more antagonistic forces? If so, try to state the nature of the
struggle

3. What is s the scene or location of the pmam” Is there a spmc;ﬁc
settmg” Is it real or imagined? Fantasize about where this might
have taken place or mxght now take place.

4. Does the title help you to understand the situation of the

I1. Speaker

1 Boes the speaker a&ﬁern to a single p pomt oi‘ vxew", Gbsenze

the  pronouns and any change in them: Is this a first-person poem?
Isthe speaker alone"

2 Why has the speeker chosen to rememBer a time and place S0
distant?

3 Draw a niental pxcture of t.lie speaker (] physlcal pnesence in

your imagination: How do you see him or her? Explain your vision:

IIL. Form or éﬁ-ﬁeiﬁre

Rt Is tlie time | passage of the poemn gwen" If not; how much hme
do you think has passed? Why?

- 2 Are tnere nohceable dlvxsmns m the poem" Where do they

numbeg 14, the npmﬁer of hnes tn the p poem, 1mportant"
3. Why does the poem end with a question?

IV. Language; Rhyme, and Rhythm
1. Make a list of five “warm” Wo'réé m thé poem and five “cold”
words. What gives each group it speclal quality?

2. What are the predominant sounds in the poem? Whaz do they
suggest about the speaker’s state of mind?

10.;
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V. Character

Suppose that the father was present to answer his child. What
would he say? Write a brief paragraph (50 words) giving his
response.

VI. Theme

1. Wﬁ;if: does i:Ee title éuééés:t about the theme of the poem?

2. I8 thg sg@&ke;fpﬁfgseﬁ@gféfg)ﬁjectlve paiﬁi: of view from the

position of remembering years later?

Criteria for Choosing Poem

. The preceding discussicn of “Western Wind" and "Those
Winter Sundays” should provide a clear idea of the kinds of poems

that are suitable for use with ESL students. Poems found in poetry

anthologies and in volumes by individual poets should meet most if

not all of the following conditions, although these conditions are by
no means exhaustive. You may incorporate other measures to help
make poetry both an appropriate and & delightful experience for
iVBilfﬁuaent! - S S S
_ First, length is not a primary critcrion of teachability. A brief
poem may compress 0 much material in a short space that it is
quite difficult. However; a class session; preceded by a brief
preparatory homework _assignment, should be sufficient fir
students to master the esscaice of most poems chosen. For longer

poems, students should be able to grasp at least a third of the poem
in no more than a single tlass sesson. If students must spend too
long an interval between when they first enter the poem and when
they reach far enough into its depths to understand it, they may
feel the rewards are too few over oo long a stretch of time. Limited-
English-proficient students say be reluctant to continue.

,,,,,, Second, the subject matter of the poem selected should presenta

universal and timeless thems. X0 one poem, of course, can or needs
to include the experiviize of all races; ages; ¢lass backgrounds,

nationalities, sexual identities, and sexual praferences. Yet a poem
can and should mean something to a great number of people in all

these categories. No one can predict which poem will do 5o or can

state exactly how to present a poem so that it wili. Yet poems that
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are unmersed in mczﬁc loeales, tunes. and smmtmns oﬁen very
eﬁ'échvely eommumcabe umversal themes

(1981) "Ballad of

irmin 2" wluch tells of -the death- of -a child killed in the
bombmg of a black church in Mississippi in the 1960s, could hardly
be_of more _regional subject matter. Yet Randall brings out the

reader’s universal feelings at the needless death of a child. So it
may be a paradox, but certainly not a conflict, that the local and
timely often encompass the universal and timeless. In a truly
universal and timeless poem, each reader, no matter where or
when he or she is living; should to some degree be-able to relate to
the poem, even without fully comg ing, liking, or agreeing

with the poet 's views. No easy labels identify poems with universal

themes, but in selecting poetry for class presentation, the teacher
should always probe the poem to discover universality that may
not show up with a quick look at the apparent subject matter,
setting, or other apparatus. Probe the poem to discover conflicts in
which all people may feel involved and resolutions in which most

may rejoice: L
Third, the poem. should focus onfeelmga Many poemshliaon

the very hefty subject of history, of ar idea, of a mythological tale:
Such mitenﬁli oﬁ:en result m very - lfeaul::ful and mgmﬁcant

capacity tomtﬁ:zann& sympatlhze to liel the full re range of
universal human emotions. . = _

- Fourth, find poems that chuitengre the xtudem Charlesworth
(1978) provides some evidence that in the long run students prefer

and respond more mbelhgently and sensitively to challengmg, even

Poet's Mind (Sage, 1983) raises some of these consxilerauonsl 'Plns
point is also reflected in the list of anthologies for study on page 89.
Ferret out the stimulating, difficult poems. Even poetry with
complex syntax, obscure allusions, and unfamiliar words carn
become accessible. ,

__Although it may seem desn'_able to. Jdentxfy a. firm level of

poetry appropriate for ESL students, it is more useful, and more

honest, for the individual teacher to try to describe the qualities of
poetry that would best matz:h swclﬁc students' levels An

NM
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preceding discussion of two poems, ways to do so have already been

described, and in the next chapter on model classroom activities
with poetry, several more will be described. For niow; recall that
even with a complex poem, you need not stress the obstacles: The

difficult-to-reach riches of a challenging poem can be a catalyst for
students to explore further and discover more. -
The following checkpoints may help a teacher who is unsiire

about matching the level of the poems chosen to the student:
~ 1. After reading the poem onc

: iding the poem once, can you see the outlines of a
situation (speaker, time, and place) in the poem?

- 2. Do you notice at least five lines anywhere in the poem that
you understand well enough on the literal level to paraphrase?
Would the five lines help you to understand other lines you do not
understandatfirst? = 7
——— 3. Would you find it possible to ask usefiil questions about the

content of the poem? For example; does the poem take place in the

present? Is the poem moving in a certain clear direction?

You will probably not respond positively to all the checkpoints, but
if even one or two are useful to you, the poem's accessibility ratio,
the extent to which it allows readers to enter and understand, is

sufficient for you to try the poem with your students. -

cble rules. Apply-them

These checkpointe are not unals

flexibly and freely, and with balance. If the thres critéria work well
enough for you then the weight of the evidence sugges's that the

poem-—even a relatively difficult poem-is appropriate for your
students.

Classroom Activities During and After
Discussion of a Poem

No poetry lesson is complete without activities that transfori

the poem from an abject of discussion into & living force as alive and
as much a part of our world as water, plants, animals, and people.
The variety of such activities is surely infinite. So is their potential

for getting students excited about poetry. Because there are so

many possible activities, only a few are described here in detail,
while others will be touched on briefly so that- the interested

facilitator or student may look into them individually. -
__-One basic poetry activity calls on students’ aural/oral interests

and abilities. Reading poems aloud, listening to good recordings of
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poems, snch as those on t.ﬁe Eiiiéiii&ii label or; 1f posslble,

arranging for readmgs by the poets themselves, are all ways to
enhance the experience of poetry. The student should repeat the

poem after hearing it, imitating certain sounds in the poem.
Feeling your own lips pronounce the sounds gives you a special
sense of the poet's composing process. Such repetition of sounds
should accompany an analysis of selected important sounds in the

poem, as was demonstrated for "Those Winter Sundays.”

Beyond the oral/aural Pxpenezsce of the poem itseif; role plays

are another effective oral experience. Ask the students, in pairs

perhaps, to perform role plays of the speaker, elaborating on the
speaker's words and extending the speaker's feelings to contexts
other than the immediate contexts of the poem. After an extended
period, students will get a sense of the speaker's person that is not
possible through reading alone. A poem, being only a situation or a

slice of the speaker's life, can be enriched by a student's extending

the -situation to other slices. The Russian novelist Turgenev was
""" said to have followed the living sources for his characters around
for months and to have compiled long biographies of them simply to
extract a few details about them for a paragraph-or two in-a novel.

In this manner, he sought to attain verisimilitude. Here the

process is reversed, extrapolating from the poet’s selection to role-
play a speaker's entire life. -

___ _Activities supporting the class's work in Wetry may also draw
on students’ as tistic skills and interests. To discover how students

visualize a poem, nothing can be more efficient and exciting than to

have them meke a rough sketch of how they see the poem's setting.

Students' inclusion or exclusion of telling details, the placement of

objects, and the relative proportion of details all reveal how they
imagine the poet's words.  With "Those Winter Sundays,” for
example, the students could roughly sketch the house. For those
who do.not or will not draw, a verbal drawing also tells a great deal
about how they see the poem: A sketch is a student's. reconstruction

of something seen only by the poet; it appears in pictorial form for

the first time at the student's hands. It is at once cathartic for the
student- and - informative to the facilitator about the student's

insight into the poem. -
Putting previously learned hnguxstlc sl’nlls t.o use in actwmes,

including written activities, is enjoyable for limited-English-

pmﬁclent students. An easy and appealing activity has students

fill in missing letters of words in a certain grammatical or semantic

category. For example, they may be asked to write adjectives from

"Those Winter Sundays” that describe cold and heat or their
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effects. Students then might complete c—ck-_d (cracked); br__ki__
(breaking), ac_d (ached), ba_ke_ (banked), spl_nt_i g
(splintering) (McConochie, 1982), A cloze exercise i8 a veriation of
the same idea. Students are asked to supply a word that might fit
in the blank and then compare the choices they make with the
poet's actual choices; as follows (McConochie, 1989):

Western Wind, when ——____blow

The____ _raindown can rain?

Christ! if my wereinmy

Andlinmy __——again!

Sentence decombining provides still another opportunity for
students to enter into the arrangement and rearrangement of a
poem in order to better understand it. The- process_consists of
dividing compound, complex, and compound-complex  sentences

into simple sentences. Students can then put them in the order in
which they would occur in nonpoetic usage and observe, as
McConochie (1982) points out; the differences from the poetic
mahgéiiiéﬁtl——f ST - - N - e
.. __Another activity that can help students understand the form of

a poem is the strip story (Gibso, 1975). Students are given three-
by-five cards that each contain a single line of the poem. As a
group, they are then asked to put the poem back together again. In
so doing, they can discover the poet's organizational strategy as
well as transitions. For a description of other such activities, for

example “cultural translation” (Pincas, 1963); see McConochie's

€1982) excellent explanation and application of these activities to

particular poems and Povey’s (1979} critique of Pincas’
ﬁEéi@ntaﬁ!’ﬁ-; B -
_ Finally, students should be encouraged to write their own
poetry; as Preston (1982) and Maher (1981) demonstrate. Students

may enjoy writing “found” poems, poems based on materials that
ordinarily appear in the environment, such as graffiti. ad.
vertisements, announcements, and other everyday speech. They
may also enjoy creating concrete poetry (Brod; 1983), or poetry that

is shaped rather than written and often depends on visual
perception to produce its effects: These are especially good warm-
up exercises at the start of a poetry class. On a more serious note;
refugees, as Kuntz (1986) explains, may find relief for their

feelings by writing poetry based on their experiences.

__ Other activities may draw on -aspects of the activities just
discussed, perhaps noting the logical structure of a given poem and
comparing it to other possible logical schemes. Through a new
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sylloglstlc form ‘of certain poems arid havmg students state the
components of this structure, as with the Countee Ciillen poem,

“Incident,” is a handy entrance to a poem. The poet describes a

situation, a given; relates an occurrence that altered it; and draws

the conclusion. Is it a logical conclusion? By formulating a

syllogxstxc pattern, the students rapldly dxscover the poems

poem; cold and heat;- llght and dark, and 80 t‘orth also often
clarifies a work: Tracing the pronouns and their shifts within a

poem may point up how the speaker's attention or focus has shifted

or has not shifted. In Blake's "A Poison_Tree,” the speaker is
obsessed with killing his neighbor, and uses a first person form no
fewer than 15 times in 16 lines. - -

___Ultimately, however, straxghtfbrward dxscussum of a poem
sﬁauldhe neither_ forgotten nor abandoned. Asking students to

bring their own experience into play with questions concerning a

poem is a tried, venerable, and still effective way to’involve

students in poetry. Ask students to_express their_ views of the

speaker's or the poet's feelings. Do they agree with. them"f'ffxg
limits on the kinids of qJestions that can be posed concerning a
poem are no narrower or wider than the facilitator's imagination

and the students' ability and willingness to suspend disbelief and

speculate on the possible meanings of a line, a stanze, or an entire

poem. There is nothing passé or boring about raising questions that
stimulate students to look more sensitively_ at poetry. Good
questions about poetry and good poetry itself are available in all
places and all times. As Keats writes in “On the Grasshopper and

Cricket” (1959, p. 19):

The poetry of earth is never dead
Whenall the bu'ds are fﬁmt mth the hot sun,

Fromﬁe&ge to Be&geahont the new-mown mead;

That is the Grasshopper’s—-he takes the lead

In summer luxury,—-he has neverdone .
— With his delights; for when tired out thh fun
He rests at : %2 beneath some pleasant weed.
The poetry ot earth is ceasing never: - -

On a Ione winter evening, when the ﬁ'ost

Has wrought a sxjgggtilf om the stove there shrills
The Cricket's song, in warmth increasing ever,
And seems to one in drowsiness half lost, .

The Grasshopper's among some grassy hills:
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Teaching Short Stories in
the ESL Classroom

 Short fiction,  both _spoken _and __written, - permeates life.
Nevertlieless, people's image of short fiction may be difficult to put
into words. Most pul:lishers of short story books for ESL students
have not felt the necessity to do.s0. Those who do attempt to define
the term short fiction, as does Mullen (1984), do so only briefly and
with reference not to linguistic concerns but to the short story in
literary tradition. But a good definition is clearly needed.

- For one thing, most people do not have as strong a grasp or as
good a memory of the tradition as specialists may. Current-Garcia
and Patrick (1961) present many of the important documents of the
short story tradition; both by critics and by the writers themselves,
and a fine collection of stories from many countries to discuss and
enjoy. Second, and from the ESL point of view; it is important if not
to redefine short fiction, at least to look at it in the context of ESL

research in related areas--spoken narratives, use of time in actual
conversation, and similar matters. = = = = R
Few, if any, ESL works define short fiction. In studies and

descriptions of narration, it is often unclear whether oral or writien
parratives are being discussed. White (1977), after stating that
narration esentially recounts what _has already occurred,
identifies its formal featirres as including chronological sequerice,
markers to indicate it, and the use of the past tense. This definition
is informative precisely because it is so limited. It reveals instantly
its inappropriateness for a study of the short story in which the

past is one—but only one—of the focal points and tenses used.
Clearly, many differences exist between narratives, as often

discussed in linguistic literatiire, and short fiction~both spoken, as

in early oral traditions, and written. S

- Abercrombie (1963) draws a few important distinctions
between written prose and spoken language. He points out that in
theearly 1960s linguistics was paying considerable attention to

spoken prose rather than other forms of spoken language. H
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enumrates several specific differences between spoken prose and

genuine conversation. He _even _relates -spoken prose; the
naturalistic dialogue of literature, to_everyday conversation-and
states that even in fiction no one speaks as people actually do in
conversation. Abercrombie's points may be disputed, but he

contributes the idea of comparing what linguists know and are
learning about conversational narratives with the narrative base
of short fiction. Fiction; as a rendering of people's dreams; actions,
and words, may indeed have points of contact with conversational
language. Wolfson (1979) and DiPietro (1983) offer ways to relate
the characteristics of spoken prose as Wolfson, for example,

describes them, to similar fictionalized narratives. This kind of
comparison will go a long way toward a-description of the essence of
short fiction; one that ESL students and teachers can use.

A focus on narratives widens the base for a definition of short
fiction. A working definition appropriate for ESL may begin with

the narrative. Until such a definition is developed, however, an

inductive approach may be necessary. By simply observing and
enjoying the stories at hand, teachers and students may build an
extended definition of the short story appropriate to their needs.

A Rationale for the Use of Fiction in ESL

. Definitions are often elusive: So, tco; very often; are rationales.
The difficulty of promoting the value of a good short story is
unquestionable. Once again, the inductive method is a useful
preliminary step in explaining why short fiction deserves to be part
of the ESL curriculum. -

A good story is a joy. Short fiction helps impart both pleasure
and knowledge to nonnative students. Neither must be postponed
or sacrificed. Most stories, whether they deal with serious or comic
matters, are simply fun to read and discuss. As Potter (1983) aptly
argues; teachers often overlook the fact that students would simply

like to enjoy reading fiction. She suggests that such pleasure comes
not only from reading works of permanent literary merit but also
from light fiction reading. The light fiction, she says, shouid
visuaily resemble books for native speakers, have no-accom-
panying study materials, and be short and low-priced. Reading
short fiction can and should be pure hedonism. = .. ...
 No conflict exists between enjoying and learning through the
short story: Reading short fiction undoubtedly improves students’

langiage skills, in ways that are discussed here. McKay (1982)
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states that contemporary literary anthologies are based on the

assumption_that the study of literature helps improve students'
anguage abilities and broaden their linguistic exposure: It can

probably do. so more effectively than the many ESL texts

containing dialogues and role plays with scanty plot lines. These,
as Widdowson (1982) has noted, relate only to a created context and
are "dissimulations,” not simuletions (p. 207). Such pseudoliterary

texts, as Widdowson refers to them, probably do not improve

communication skills more efficiently than literatare, @~
- . The same deficiency exists in many texts concerned with the
teaching of cultural values. Unabridged and unmangled short
stories present full cultural contexts. But because ESL readers
often do not; “texts are needed which do, in fact, present the flow of
normal conversation and which, when they form the basis for a
freshman composition course for ESL students, can also provide an
infroduction to certain aspects of American culture” (Lezberg &
Hilferty, 1978, p. 50). Literature, because one of its main goals is to
reveal culture through  character and_story, succeeds more
frequently than many other reading genres, such as exposition.

Because much expository prose in ESL readers has journalistic
origins, in seeking only to inform, it does not communicate the

more subtle nuances of the society about which it reports. McKay
(1980), reviewing Rosenblatt (1978); accurately distinguishes the

expository from the fictional mode: 7 i
Schools have traditionally given major emphasis to efferent
reading and have thus tended to tuse a similar approach to
aesthetic reading. Texts are used to_develop language
skills, both syntactic and lexical, and comprehen- sion is
judged through paraphrase or restatement. . . . Students
may conclude that all texts necessitate the same reader
stance; and that ultimately the aim of all reading is to
obtain information, to solve problems, to-carry some- thing
away. This minimizes the value of the very personal

experience an individual reader can have with a_literary
text. (pp. 380-381)

- Fiction writers have an obligation to entertain as well as to
inform. Their stories are expected to hold the interest of readers
over a certain period of time. For this reason, they must draw on
and make use of a large and innovative storehouse of writing
strategies: Deft handling of symbolic langiage and ‘metaphor,

insight into character, and varied and appropriate style are among
the strategies that must be used in short fiction: The display of
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such strategles in- l:he service of narrative for ZSL student-
witnesses gives fiction an important place in the ESL curriculum:
In no other linguistic genre can nonnative students discover so
much wntmgan&hngnagn skillat work. = -

Short fiction is also a supreme resource for obsarvmg not only

ianguge but life itself. In short fiction, characters act out all the

real and symbolic acts people carry out in daily lives, anddoso ina

variety of registers and. tones.- Witness the following stories and

their basic story lines: In William Carlos Williams' (1975) “The
Use of Force,” a doctor visits the home of a sick child whose parents

strive to_ protect the child from the -unfamiliar - doctor. In

Hemingway's “Ten Indians;” a child is born; and the- husband

witnessing the. painful birth commits suicide. In Ring Lardner's

(1981) “Haircut,” we overhear the gossip of a local barber shop: In

*Only the Dead Kiiow Brooklyn” (1962), Thomas Wolfe's story, an
out-of-town subway rider's questions about directions to a native
New York City rider lead the latter to reply that it is impossible for

anyone to know Brooklyn; even those who live there all their lives.

The world of short fiction both mirrors and illuminates human

lives. - ---- el
. In addmon to theu' lnherent pbwer. sumes ehcxt student.s

opporjzumty is nqt.hmg new in literatiire, datmg at least as far back

as ancient Greek theater. Given that nonnative students’
nonverbal language often indicates extreme frustration with their

new language and suppressed anger, the instructor must help the

student discover a route to catharsis. Fiction is such a route.
Nonnative students want and need to tell stories. They want to

share experiences andfeelings. Doing so gives them an opportunity
to_alleviate_the_ loneliness of being human beings, “islands of

consciousness;” in Branden's (1980) phrase. It allows them to listen

and be distracted by the tales as well as to tell teachers and each

other about their countries. Students can comfortably express

feelings in English about themselves. through the mask of a

character, For someone whose English-language skills are
developing, it is a safe experiment and a healthy outlet.

Some _evidence exists_that narratives are among the most
comprehensible of messages. If so, they meet current views that a

comprehensible message reinforces learning languages by keeping

students' anxiety levels down and self-esteem high: In addition, as
Wolf (1984) observes, "In narratives, speakers depend on types of
linguistic skill which -are barely tapped in single sentences.

Therefore; until we study the language of narrators, we are bound
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to have a partial, and poorer, view of children's linguistic skills” (p.

845). According to Wolf, then, narratives facilitate the nonnative

child's task of learning a second language. Perhaps children’s
ability -to recognize coherence, setting, and other narrative
elements as building from sentence to sentence in a narrative is
something that holds true also for adult audiences. If S0, this aspect

is yet another reason for iﬂciudin’g short fiction in the ESEL
éiiﬁ‘iéij[ti@: ST P = Lon s Timo oo
—_Finally; the inclusion of short fiction in the ESL curriculum

offers three additional benefits. First, by definition, it is short. As
such, it makes the students’ reading _task and the teacher's
coverage easier. Second, it is universal: Students all over the world
have experienced stories and can relate to them. Third and most
important, short_fiction, like all literature, contributes to the

development of cognitive analytical abilities, bringing the whols
self to bear on a compressed account of a situation in a single place

and moment. Focused and mermorable, it is an essential part of the
language and cultural experience available to ESL students. Potter
(1983) prasents additional creative and useful reasons for the study
of fiction for rionnative speakers:

The Main Aspects of Short Fiction in ESL

—Archibald MacLeish (b. 1892), an American poet and
dramatist, once wrote in a poem called "Ars Poetica” that “a poem
should not mean but be” (1982). What he meant, at least on one
level, was that a poem in itself does

should and does convey meaning not
by what it states in words; sentences; and so on, but by virtue of its
existence and overall impression on the reader. This idea also
applies to short fiction because short story writers aim to make as

strong an immediate impact, a single impression, as_possible and

involve the reader as rapidly as possible. A story thus has its own
reason for being--to involve the reader. "Po erhouse is playing!”

writes American author Eudora Welty (1966, p. 523) in the first
sentence of the short story "Powerhouse,” and readers are

immediately engaged in the activity of the present continuous,
intransitive verb playing. They want to krow the who, what,
where, when, and how of playing and why it is important. The

story, barely begun by the reader, already exists and exerts control
over the imagination.. . - o
How do ESL students react when studying short fiction? Of

course. they may experience; as with poetry, some fear of the work
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itself. They may feel it is too difficult for them. This, however, is
not their sole reaction. Unlike their response to poetry; with fiction
they often_react more directly and more strongly to the subject
matter, that is; to the story line itself. The story line produces in

them a strong reaction for or against the tale itself. That is, they
often react against the subject of the story, the events; rather than
the message the author conveys through the story. They may not
await the content. This may also occur with poetry, but since poems

resction ta it is not as frequent. .

usually Kave a less obvious story line, the particular student
'One additional factor among many is that students are simply

more familiar with storytelling and listening than they are with

poetry. They have heard stories, in the form of anecdotes, folk and
fairy tales, and other narratives, all their lives: Because they are
already familiar with the concept of the story lire, they feel more
comfortable with stories and freer to-react spontaneously to them,
both positively and negatively. The story, like all literary forms; is

unique and requires unique strategies for understanding. =
Although the study of a story may begin at any point in it, the

student's level of familiarity with the form is an important factor in
determining the best entry point after the initial reading. The
student's first contact with the story, after grasping the plot, is
significant because the students may aleady have a strong; perhaps
negative, initial reaction to the surface. Thus the first aspect of a
short_story to be discussed must be enough of a catalyst. that
students who are put off by the surface will stiil want to continue
ontowardthestory'scenter. .. ___ _ ... __ _ .. _
Carefully choose the corridor by which you enter a story;
asking yourself whether the character you intend to discuss, the
action you plan to focus on, or the conflict you wish to explore will
stimulate the students sufficiently to be willing to leave behind the
comfortable clarity of plot for the density of interpretation. As a
starting point; students may create a list of questions that provide
a departure from the storyline. ... . __ - =

" What are the communication essentials of an effective short

story for ESL students? They are surely not identical to those used
with a story intended for literary study by native English-speaking
graduate students or teachers of literature. The ESL. teacher must
consider whether the story's components-can and will with proper
explanation facilitate the student-reader’s entrance into_and

experience of the narrative. Another criterion is that of the

svocation of student interest in the story. Does a particular
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element of short fiction writing act as a catalyst for the student to
read on in the story and seek out miore fiction? =

 Of codrse, the significant elements of the craft of fiction, as of
poetry, differ from work to work. Obviously, not all elements are
equally prominent in all works: Still, Stephen Crane's fictionalized
account of an autobiographical experience; “The Open Boat” (1897)
in Stallman (1955), contains the communication essentials in a
story appropriate for nonnative readers. This tale can serve as a
model of a story that is fully accessible to and broadly useful for

suchstudents. . . ...

“The Open Boat” is widely perceived as appropriate for
nonnative students. In their classification of some American lit-
erary works; Harris and Harris (1967) declared the 3,000- to 4,000-
word level effective for the low-advanced level. They limited their

criteria to vocabulary, saying they had developed no accurate way

to evaluate grammatical and structural appropriateness. Some
students may indeed find the style of “The Open Boat " difficult (to

be discussed later), but the clarity of its other communication
essentials—structure, theme, voice, language, and character—
provide a -strong base from which students can build an
understanding of Crane's style. The story itself, moreover,
concerning the 27-hour ordeal of men faced with the relatively
unfamiliar, a shipwreck and possible death; is set in a familiar

context, the sea. It embodies Crane's beliel that no one can

iterpret life- without first experiencing it, mirroring many

nonnative students' experiences, thus appealing to them. ~
Plot should be inherently interesting. The quantity of action
may not be as crucial as its quality. Quality depends on the story's

capacity to engage and hold the reader. Plot, in this sense, means

not.only definite actions but structured progression toward a
resolution. In “The Open Boat,” this progression. includes . the
remarks of the men in the _boat_as_their hopes rise and fall; a
seagull amazing the captain by landing on his head; the movement
of seaweed around the boat; and so on. Within the context of the
shipwrecked men's plight at sea, the action is vigorous and yet not

so busy that it confuses the reader. And, as in most stories, the plot

emanates from a central conflict or seemingly unresolvable

problem. Techniques for demonstrating this basic aspect of the
short story will be discussed later. While plot by itself often serves

to attract readers; it may become confusing or boring, and quickly
cause readers to lose interest. To sustain the plot's hold on the

reader, to ensure that it remains clear to the reader, as well as to

3
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establmh a clear time frame and a vnnd recogmzable settmg,

effective structure is essential:

Structure

, W}ule the complexity and mtenstty of a storys gvents, its

scenario, usually pose no special problems for ESL students, an
unclear structure may cause difficulty. A clear yet dynanuc

students' attention at the outset of studying a story -
The structure of “The Open Boat” is both dynamic and luexd In

the opening paragraphs, the characters_ are introduced and
presented to the reader in the familiar terms of their worldly
occupations anid in terms of their present positions in the boat: This
categorization is_reinforced soon after at the start of Section [II:
“They were a captain, an oiler, a cook; and a correspondent, and
they were friends—friends in a more curiously iron-bound degree

than may be common” (p: 220). After mtmducmg the characters,
Crane photographs them continually from various angles and at

various time intervals. These snapshots serve as the story's first

major structural device..
___'The men's alternating hopes and ﬁears are the basxs of the

second structure:. As the land approaches and recedes; or seems to

do so from their vantage point, they are either elated or dejected.

These ups and downs balance the tale. At one point; the seemingly

static seaweed informs “the men in the boat that it [the boat] was

making progress slowly toward the land” (p. 219). The land itself

looms “slowly and beautifully” (p. 219) out of the sea. Inspired by
the sight of the lighthouse; the men hope rescuers: will soon appear.
But as night comes on: "The shore grew dusky. The man waving a
coat blended gradually into this gloom, and it swallowed -in the
same manner the omnibus and the group of peopl& {p- 229). At

mtervals, the reader's attention is called to the rise and fall of the

men's hopes, & discernible and dramatic pattern that holds the
story together. __ __ --_

_Repetition, pimzllehsm, and yanat;on of statements, both of

fact and of feeling, act as a_ third formal device. Within the

framework of a seven-part structure, the nature of the sea_is

revealed, including the disadvantage that “lies in the fact that

after successfully surmounting one wave, you discover that there is
another behind it just as 1mportant and just as nervously anxious
to.do something effective in the way of swamping boats” (p. 216).

Earlier; the reader was told that “The manner of her scramble over
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these walls of water is a mystic thing” (p. 216). Later, it is reported
that the boat's progress despite its vicious splashing by the crests is

nothing less than a miracle: "She seemed like a wee thing
wallowing, miraculously top up, at the mercy of five oceans” (p.

220).-The following statement seems to be the culmination of all,

but, like the waves, it is simply another restatement of the flux
that is Crane's focus: S
As each slaty wall of water approached, it shut all else from

the view of the men in the boat, and it was not difficult to

imagine that this particular wave was the final outburst of
the ocean, the last effort of the grim water. There was a
terrible grace in the move of the waves, and they came in
silence, save for the snarling of the crests:  (p.216)
Amid the flurry and apparent chaos of the sea and of the men's

tiioughts, Crane offers these reports on the regular motion of the

waves as structural handles for readers to grasp as the story
advances. The statements periodically reorient the reader to the

steady attempt of the men to make headway aguainst the sea in
order to_reach the shore. Readers are reminded that they are
reading and witnessing an account of a journey that has signposts

and demarcations, even if they are only the changing motion of the
waves. o : - o st oo oo oo .
-- -The altern=ticn of the men's sometimes frenzied and anxious
dialogue with un vpparently detached narrator is another formal
device that may be observed. The two extremes serve to balance the
central concern: Will the boat and its crew make it to shore? The

narrator is often noncommital: "Shipwrecks are apropos of nothing.

If men could only train for-them and have them occur when the
men had reached pink condition, there would be less drowning at
sea” (pp. 221-222). In Section IV; the men vigorously debate exactly
what they think they see:

"What the devil is that thing?”

“WHhy; it looks like a boat.”

"Why, certainly, it's a boat.”

"N& i£'§ dﬂ ;Eééls" . [ . - [

“Yes; so it is. Well, that must be the life-boat. They drag them

along shore on a wagon.”

“That's the life-boat; sure.”

"No; by God,; it's—it's an omnibus.”

"I tell you it's a life-boat” (p. 227).
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But the narrator, stlll removed remarks "It is falr to say here that
there was fiot a life-saving station within twenty miles in either
direction; but the men did not know this fact, and in consequence
they made dark and opprobrious remarks concerning the eyesight
of the nation's life-savers” (p-_224). The consistent opposition of

these two points of view is a structural underpinning guiding the
reader.as the four-man crew seeks favorable winds.

. Reinforcing and yet superseding these formal aspects of 'The
Open Boat”-is the incantatory power infused throughout the story.
It is so familiar and s so immediately compellmg to readers t.hat it

the author; “If I am gomg to be &mwne&-rf I am gomg to be

drowned,” the speaker insists, why was I taken this far merely to

have my nose dragged away as I was about to nibble the sacred
cheese of life?” (p. 224). It is chanted twice more, once in Section [V

and a final time in Section VI: “If [ am going to be drowned—if I am
going to be drowned--if [ am going to be drowned-why; in the name

of the seven mad gods who rule the sea, was I allowed to come thus
far and contemplate sand and trees?” (p: 232). No definite answer is

ever given—only the commen: from a human perspective that the
predxcament seems an abommable mjustu'e mdeed” (p. 233) Yet,

prepare to make the mevxtable run at the shore, assumes

increasing importance. As the struggle reaches a climax, the

question takes on a dynamic structurai value.

The concept of. culture shock offers a léﬁs tﬁ?oug& which to

view  an. mdxwduals uprootmg from hxs or her home culture,

nonnative students expenence a basic dxsonentatxon whxle hvmg
outside their own countries. In “The Open Boat,” Crane studies the

symptoms of such disorientation. The major motifs of the story;

including the journey motif, are offshoots of his interest init. _ ____

What direction are we taking? What journey are we embarking

on? Where are we going? These are the questions the men of the
story ask themselves and Nature. The “immovuble quality” (p. 238)
of the shore is both a solace and a frustration to them, offering
evidence that a destination does exist, but defying the notion that

it is reachable: Out of this first theme emerge several other themes;

all concerned with perceptions of oneself and one's fellows caught
in the same situation.
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Tﬁe ufuvei-sal : ruie pi‘ “women and children first” is an
interesting frame of reference in this situation; where there are no

women or children; and-no boat to put them in anyway even if they

were present. About whom is one or should one be concerned in
such a situation? The conflict between the essence of camaraderie
on the one hand and sharp, pure concern for self on the other is
vividly shaped. It shows itself in the disbelief the men experience

when they find that they are not seen by people on shore whom
they can see, and who seem to be going about their business

normally. Here the men's joy is in imagining that the man on shore
is really waving at them. They wonder, how can we not be seen?
How can we not be important? The conflict extends to their past
experiences also, a past in which the correspondent had read a
poem about a dying soldier. It hadn't mattered to him back then,

Now he sees it as a “human, living thing” and “was sorry for the
soldier of the Legion who lay dying in Algiers” (9. 234). Concern for
gelf, for survival, compels people to consider their concern both for
themselves and for others. In Crane's vision, the matter is not only
considered; but reconsidered and reevaluated: = =

- __Of course, wondering whether others are thinking of us is only
a short distance from wondering whether Natiire itself is concerned
about its creatures, one of Crane's most important themes in this
story and in all his work. In a tot sching moment; the voyagers,
beset by waves; cold; dark; and fear; admit in an outburst; " “Yes,

but I love myself ” (p. 233). Glimpsing later that other humans

may not notice them or care, that nature itself may be “flatly
indifferent” (p. 236), they determine their course. After a con-

ference among the four, the Captain decides, “If no help is coming,
we might better try a rur through the surf right away. If we stay
out here much longer we will be too weak to do anything for
ourselves at all” (p. 236). He states the motive or condition for
action clearly: If nobody or nothing, including Nature, cares about
us, then we had better take care of ourselves. To Crane, Nature's
uninterest in her creatures seems all the stranger because she has

imbued them with so much concern (“love™ for themselves. -

~While Crane suggests no resolution t. this dilemma; he does
imply, in another theme; that experience and the understanding
that comes from it can help people comprehend: The experience of
wrestling with the sea has forced the men to review the case.-While
they have not had time or the leisure to reconsider what their new
understanding means, they know that they must begin to zee their
world differently. Although they cannot specify exactly how, a few
random images of changed behavior come to their minds: “He

u
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understands that if he were. gxyen anqther oppontumty, he would

mend his conduct and his words, and be better and brighter during

an introduction or at a tea” (pp. 236-237). Experience—especially
the expenence of possible or likely death--makes a difference. Such
experience enables people to- see the world of the shore-the
familiar world—-and the world of the sea—the unfamiliar world—in a

different light. [t _encourages a different perspectwe ~not

sy er —— p s yyy-- oo

not to take theu' own assumpl:xons too.seriously:. I;oss of connechons

to time and place can make the unfamiliar seem familiar, and the
familiar—even home—seem utterly unrecognizable.

Voice

I theme enéaées nonnai:ive students, then rich, contextualized

accurately receive, Jespond to, and be able to imitate the voices

contextualized in a clear setting is, of course, one of the main goals

of most language instruction for nonnative speakers. "The Open
Boat” has no dearth of st.rong, contrasting voices serving as highly
graphic models of voices in authentic situations. Beneath the
varied voices, of couise, Qrane has chosen a point of view or
’spéaket:.Aﬁ in a poem, the §iiikéi' and the author are not
ﬁéééiaaﬁlf the same person. Crane has selected a point of view or,
in this. mstanﬁﬁéé,sﬁﬂimgpor’* points of view appropriate to the context.

He examines events from the minds of the rowers, from those on

shore, and from a semidetached, somewhat unidentifiable
narrator Each has a dlstmctxve vonce of his or her own, and each

‘Thus_Crane plaees the reader at once in a real aivi
tﬁmatenmg, situation. From the start, readers expenence ‘the
sweep of the waves. As the story continues, a variety of voices

maintains their involvement in the events. At times, readers are
distanced from the men, able only to speculat.e about their feelings:
“The faces of the men must have been grey” (pp. 216-217). At other
times, they are embodied in- their thoughts: “If she has decided to

drm n me, why dxd she not: do it in the beginning and save me all

mvoléement to dxstan* ol yarver again wﬁen a voice observes: "It

may be remarked that a man would conclude that it was really the
intention of the seven mad gods to drown him, despite the
abominable injustice of it” (pp. 232-233). All voices, involved and

detached; character and authorial, seem  equally

58



Teachmg Short Stoneﬁ 51

strong The result isa benslon between contrastmg voices o£ equai

power, tugging readers this way and that, each vying for our

allegiance without gaining and. holding it, each an absolutely clear

call in an instantly comprehensible situation.

__The _language Crane uses is lus most penetratmg

communication device in "The Open Boat.” His masterful use of
language is not a matter of vocabulary or style biit one of | figurative
language: idioms, images, sounds, all conducive to context analysis

but not dependent -on_glossing for comprehension. Crane's

language can be _understood, of course; more important, it- can

easily be absorbed and appreciated. Its richriess, rather than

impeding the reader’s understanding, gives it clarity and unpact
Its richness challenges at the same time as it communicates.
The dominant language- clusters in the story are animals;

colors end two of the four elements, fire and water. The contest
between the men and-the sea is. reinforced with language from the
wild. The boat-prancing; rearing, plunging-is like an animal: "As

each wave came, and she rose for it, she seemed like a horse

making at a fence outrageously high” (p. 216). On the other hand,

the birds that approach the boat are uncomfortable and perceive
the sea as would "a covey of prairie chickens-a thousand miles
inland” (p. 218). A seagull attacks the captiain's head. It is difficult
to move about in such a boat; more difficult than "to steal eggs from
under a hen” (p. 219). Can this "wild colt” of a craft actually
manage against the "mountain cat” waves? (pp. 223-224). In
language of the animal world, crisp and clear to all, Crane poses

but does not answer this final question. )
Color is the backdrop against which the men's strnggles occur.
"None of them knew the colour-of the sky,” the story begins (p.

215).-The time of day is indicated also by color: “They knew it was

broad day because the color_of the sea changed from slate to

emerald green streaked with amber lights. . . . The process of the

breaking day was unknown to them. They were aware only of this

effect upon the colour of the waves that rolled toward them” {p.
217).. Color is the only concrete, solid manifestation of the world

about them, from the "white lip of a wave as it spun up the beach,”
to a tiny house "blocked out black upon the sky,” to the “grey
length” of a "slim_lighthouse” (p. 223). Objects don't have but

assume color, and land seems “but a long black shadow on the sea”
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(p 221) When it becomes dxstmct it becomes "a line of black and a
line of white” (p. 222).

All changes or apparent changes in I:he men's percepuons are
recorded in terms of color, as if this is the most distinct measure
fdﬁlb]é in such a situation. The passage of- time;- difficult to

perceive in a boat, is measured by light: A night on the sea in.an

open boat is a long night. As darkness settled finally, the shine of

the light, lifting from the sea in the south, changed to full goid. On
the northern horizon a new light appeared, a small bluish gleam on
the edge of the waters. These two lights were the furniture of the

world. Otherwise, there was niothing but waves” (p.-230). Light is
not only the start and culmination of each stage of thisjourney, but
the_only “absolute,” even as it shifts, in this universe of no

r.bsolutes. . e
Crane cumbmes the language of color mth xts natural oﬂ'shoot

the language of heat and cold. Sometimes these extremes are tied
to their natural associations; at other times, they are connected
unnaturally to their opposites. The ocean; though known finally by
the men as cold; nearly swamps the boat “like white flames” (p.
220).. The sunlight "flamed on the tips of the waves” (p. 236). A

“high cold star” is the only response the correspondent can discover
to his love for himself. There is a watch fire on the beach, bat it is
too far off to emit any heat for the rowers. The heat and cold of the
elements intertwine as they play across the men's eyes, ears, and

skins.
___The langnage of animal movement; c;Lth perceptmn, and

sensitivity to heat and cold, familiar to all human beings; pervades

the story and serves to remind all, native and nonnative alike, of

the universality of these elements and of everyone's connectedness
to them.

Character

Inhmate vmceral understandmg of the characters in a story
allows readers to penetrate the story and respond fully- to-it.

Complex, growmg changing characters involve people and elicit

their compassion on the one hand or disdain on the_other:
Threatened with extinction, Crane's characters in “The Oper: Boat”
evoke empathy. With the familiar world of the shore visible but
unobtainable to them, they row toward it in the midst of a sea
nearly as familiar to them as land but now unfamiliarly dangerous.

Crane--or a narrator-tugs the reader into their plight at once with

his statement that “Many a man ought to have a bathtub larger
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than the boat which here rode upon the sea” (p. 215). With this

reference to a convenience found in most homes; Crane calls on
readers to empathize with the four men trapped in an even tinier
space. Readers ask themselves, inevitably: "How would I feel so
enclosed? How would I feel being in sight of something familiar yet
still -in danger of extinction?” So challenged, readers become
invelved: "Is this my world?” they ask. “Is it as familiar and as safe
&5&@&?" SoDD L P ot e

Character and plot, of course, overlap. Characters rarely make
an impact on a reader unless the plot is also striking. If the

situation;- the plight of the characters, is durable, readers can
visualize it long after they leave it. “The Open Boat” pulis readers
away from their safe positions and makes them sit with the cook,
the oiler; the captain, and the correspondent—those antipilgrims-
as they face heat, cold, sharks, and wave after wave. Readers lose
the sureness of their step and experience the true fragility of the

world, and how it fluctuates, Readers remember not only the sea's
movement; but the fluctuations; the rhythms, of the men's hopes as
they see the shore and the people on it draw close and then recede.

This flux, reinforced by structure, rich narrative voices, and lush
varied images, is memorable.

- .. The essential aspects of a story are certainly not limited to the
five discussed here. Any full discussion of a tale should also take
into account factors such as the pace or speed of the narrative, its
tone, significant symbols, and style, just to name a few.
Furthermore, in a particular story, any of these factors may be
more important than the five discussed here. Each story is a
separate case, requiring a unique judgment of the factors that will

contribute most to understanding.
Criteria for Selecting Stories

- When selecting stories- to present to ESL_students, the
elements of conflict, plot, and style should be considered carefully.
The plot or conflict should be looked at in the light of its (a)
comprehensibility and (b) the cultural attitudes. of the target
audience. If the plot contains too many circumlocutions, this fact;
combined with other difficulties the ESL student may be
experiencing, could drive the student away. The plot; simply
stated, should be both interesting and not too difficult to follow.

When it is not, efforts should be made to help students deal with it.
Further; the plot should not be so foreign or unfamiliar culturally-:

or so offensive--to students that they are repelled by it. While the

s';lél
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broadest possible choice of subject matter should be made for short

fiction, it is unfortunate to allow some subject to come between a

student and the rich genre of short fiction. .~ = =
Similarly, the literary style a student first encounters may

have lasting harmful effects. If a student must confront several
pages of a style that he or-she has difficulty processing, the
experience of short story readmg in general may simply seem too

arduous to overcome. _ S
_Again, tﬁe questtonof what. oonsj;ltutes dxfﬁcult prosodxc style

Subject-Verb-Object sentences is not mherently difficult: The
followmg passage isone of the ‘more complex:

The sun swung sbeadﬂy up the sky, and they knexv it was

broad day because the color of the sea changed from slate to
emerald-green streaked Wlth amber hght;s and the foam

N tﬁe oolor of the waves that rolled toward them. ®. 21"{ )
The level of detaxl and the complex syntax may dlscouraée readers

readers. onbui the_ t.aachar allows it to do so. For example the

preceding passage need not and should not be tackled when the
class first begins studying the story. It can wait, without limiting

comprehensior until a later stage of study. It may not even be

niecessary to r-ad this passage at all. The story can be grasped
without it. Second, the passage may be made more comprehensible
Ejﬁdi'amng’* ng attention to the parallel sentences. Another technique

is to_have groups of students work together on selected sentences

and then explain them to the entire class. The question of the need

for full comprehension of a text is fully discussed in the section on
selecting literary materials. It should be noted here that the
faclhtator should carefully conslder an author’s style before

styte Topping (19681 insists that "Our students are much more

likely to want to read of the Pueblo [the ship involved in a 1965

attack leading to the war in Vietnam] rather than "The Open
Boat ..." or that “this is the America all students need to know"” (p
100). However no hterature dlctates such a chmce A story is

when life seems remote from the story, the story encourages

students to enter its realm:
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- Having briefly considered these two important criteria for
selecting stories; it is now appropriate to look at some less technical
consideratxons of the selection | process L

L

lives: An eﬁ'ectwe story has communicative power. Thls phrase
suggests that the story presents a situation replete with words, real
or symbolic gestures, nuances, and- acts that students- can
recognize; use, or envision using in daily life. Obviously; students
will not: need to learn how to row é Béitéﬂ' the. FJ6E18& coast: but

an&ilespatr They will have to knoiv how to think about the future,

even how to question the present. They will need to consider their
own or another - person’ 'S approachmg death

readers and commiunicate mth them through its mherent qualmes

and its potential to evoke associations. In addition, such a story

often contains the potential to prompt many reader activities that

reinforce grammatical and syntactic skills. “The Open Boat” is

especially rich in such benefits.
The structure of' the story, whlle clear and stxmulatmg, 1s by no

view the dynamic differently and 1 may emoy,enmsmnmga dxﬂ'erent
order. Asking them to rearrange the events of the plot will elicit

some_of these cultural differences. They may.especially wish to

vary the ending: They may not find it plausible or natural that only
one person survives, for example. Their outlines of the structure,
preahted to the whole class, can serve as an impetus for dls-
cussion. The powerful auditory aspect of the tale can stimulate
students to record on cassette tape or in their writing similar

spoken voices they hear outside the classroom. Moreover, they can

draw on Crane's pictorial power by sketching scenes from the story,

conveying clearly the visual effect they received. They can also role
play parts of the story, taking on the personalities of one or another
character. Each student may be asked to pick a difficult word,
sentence, image, character, or scene and become an expert on it,
explaining it and its role in the story to the group, using it as 2

entry point to the story. The same can be done with the author's

biography. Each student may bring in one piece of informatior

about the authors hfer and the class ‘may plece together a brlef

exercises will enable the students to look carafully at questlons of
justice, individual human capacity, and other such matters.
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§’wry instrictors in an ESL context. ,Te,acherg,,and students need
not fear the apparently complex. Teachers should simply choose
their favorite stories and begin to teach them: Discover, as with
poetry, which aspects (characters, vocabulary, etc.) you can most
easily ask questions about. Divide and conquer: ask one group of
students to discuss one character and another group to handle a
different character. Then bring their observations in contact with
each other. do not attempt to swallow any whole story or even
several aspects of a story in a brief session, especially at first. This

approach, especially with stories like "The Open Boat,” but even

with those that may require rereading, allows readers to become
“interpreters” of language, culture, and even life. By teaching
stories whole, substituting knowledge, confidence, and teaching
skill for cuttmg, abndgmg _rewriting; or overglossmg the story;

environment and consider their places vrs-&-m tﬁe culture's

mainstream:

A-man said to the universe:
“Sir;  exist!”
"Howe&er replledt.ha umverse

“The fact has not created in me

A sense of obligation.”
(Crane, 1981 P 1241)

1. Rea;& the_ precedmg poem. 1dentxfy the attltude erane is

expressmg Which character, if any, in “The Oren Boat” expresses
a similar view?

2. Crane emnenced and wrote & news story about the ev ents
of the story. He even spoks to the ship's captaip after writiny the
story to verify the authenticity of the,d ails. IJ... 3 this influence
your view of the story? Why or why not?

IL. Plot and Structure
1. Is there gnythmg not 1ncluded in. the story Lhdt j)tl wor.ld

have liked to know about the events? If it were inciua.d; wnuld the

story be a better story? Discuss:
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why Hot?

lll Pace. Length Style
l Is the story too long" If sc 50, what shouid be omxtted"

- 2. Do the words of the story glve you aclear. plctumof "the men's

phght" Consider the italicized words in the following sentences and

replace them with words you might have used.
a. The craft pranced and reared and plunged llke an ammai

Many a man ought to have a bathtub larger than the boat
whlch here rose upon the sea.

c The coldness of the water was sad it was traglc

d. She (Nat.ure) ald not seem cruel to him, - fhen nor

beneficient, nor treacherous, nor wise. But she was
indifferent, flatly indifferent.

IV Character

1. Which charact‘.er do you most sympathlze w1th" Least" Why"
2 Reteil part of the tale ftom another (a person on shore, a

helxéopter pilot, the water, or the boat) point of view. How does it
change?

l Is the story trag'lc" You may first compare mmtﬁ similar
narratives: Lawrence Sergent Hall's (1915-) “The Ledge;” William

Gilbert's (1836-1911) “The Yarn of the Nancy Bell,” or Jack

London's (1876-1916) “To Binld a Fire:”
- 2. How would the people in your comiti’j be likely to react on
hearing this tale?

VI. Visunl Vxew

Sketch the final scene: What would compose the f‘oreground"
Background? Explain.
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Prmmples for Teaehmg Fiction in the
ESL Setting

F;rslkuae tﬁe mli;rent poweranE natumlﬂam of tﬁesto}y wself

as a guide to teaching it. Determine which aspects of the story will

provide the most enjoyment and yield the greatest learning. A
story like "The Open Boat” responds best to an examination of
language -or of structure. Other stories may benefit from a
metaphorical apparoach.-Vary your choice of aspects of the story to
emphasize according to the nature of the story itself. Some aspects
may have more weight in one story than in another. A first reading

of the story will reveal a character, a place, or a particular use of
language that stands out. Follow up on this aspect.

- Second, identify and draw in students’ past experiences through
telling and listening. Because the story is universal, students from
all cultures have surely had some experience with it. Ask students
to_tell about their experiences with stories, both to_make them

more comfortable with them and to give you a better sense of what

they know and do not know about them: You can then incorporate

the essentml elements that stixdent.s are already able to describe,

standmg of narrative and will be a usefu! frame of reference

throughouttheterm. o
____Third, encnumgeatuﬂents o seek and ooserve interconnections

betugeeﬁngspects of the story. Both teachers and students tend to
hone inon an area of the story with which they feel familiar, at the
expense of other aspects. In general, encourage students to explore
the whole story and infer intelligently from one aspect to another
rather than trying to draw conclusions from isolated aspects. This
approach is especially important in a student's first reading of a

story. Fleniierson (1983) rightly warns that “compartmentalizing

story units . . . should be avoided” and recommends a holistic
appttsaehtbpursue the E(Yal of "wtal story apprecmuon (p 14)

unfexmhar alluemna. But the Hegnee of Belp necessarsus sometimes

a_matter of debate, as well as the best way to provide it-through

developing vocabulary attack skills or by glossing. In the
preparation of literary materials for ESL students, glossing is a

frequent solution. Povey (1979) suggests ways for teachers to
determine whether they are glossing appropriately {the words
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students really do not know) and sufficiently (ail the words the
studentsneedtoknow). = = o

. __The amount of cultural backgronnd mformntmn necessary is
more difficult to specify. Marckwardt (1978) raises the question of

“whether the acquisition of a considerable degree of competernice in

the language should miply the acgmsmon of a seeond culture as

that anme of them could mahstx[:ally B&iiescnﬁedxs b:cultural”

(p. 47). While most would agree that some cultural preparation is

necessary before students take on a complicated story by

themselves, a_problem remains. Povey (1979) explains that a
student "who can readily recognize unfamiliar words is far less
hkely to know-what will prove-to be a cultural difficulty since s/he
is 50 often unable to recognize its individuality” (p: 173). Moreover
it is difficult to detect which cultural elements students are not

grasping accurately. One solution, while not a perfect one, is the

middle ground: provide necessary cultural background in advance,
and clear up additional cultural questions as they arise. As the
ability to do so may not come naturally, teacher training programs
must show teachers how to fill in students'cultural gaps.

Fifth, guide the students conc;rmngjow and_when to read a

séory After tackling the problem of gaps in nonnative readers’

vocabulary and cultural knowledge, teachers may consider timing

a minor matter: Yet it is of great importance. While most poems

are short enough to read aloud in class, short fiction usually is not.
Still, selected portions of a-tale can be usefully read aloud to

provide an introduction to the story and -to help students get a

grasp of it. Povey (1979) suggests that students do two readings of

the story-on their own,; first for a general understanding and then

to grapple with the interpretation and understandmg of larger

meanings. Other possibilities include rsa‘ing aloud with

accompanying pictures (Reese, 1979) or read:nig the bulk of a
longer work, such as a novel,-in translation as well as major parts
in the original (Marckwardt; 1978). o

Sixth, be sure that everyone has a clear um?erstundmg uf the

story line and _of -the bacmmltwnsths among the characters.

Frequently, a_teacher is surprised midway or even further into a

lesson on a short stzory to find that one or more students do not
know that a character is a relative of another character or that a
particular event has taken place. Nonnative readers of short fiction

may overlook or not comprehend the meaning of a remark that

refers to an essential relationship or plot segment. Therefore,

i 6?
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instructors must ensure through questioning; or asking students to
paraphrase portions of the story, that every student has a clear-and
full anderstanding of the story line_and the interrelationships
among characters. This basic step should be completed early in the
discussion of a story.

.. Seventh, define literary terms as necessary to factiztate sludent
discussion. These can be found in easily available dictionaries of

literary terms.. 'I'ransw"”lité the téj:iiié liitb IW,,,,,,,,,, ﬁ6iiii§.ti9§

essential terms as. necessary provxdmg examples msumes tﬁey

are reading. The term point of view, for example, is simply an
efficient way of quickly identifying the narrative angle of a story.
Studerts will probably not need to know all literary nomenclature,
but the knowledge of a few useful terms can simplify discussion. -
____ Eighth, demonstrate the poetic side of short fiction. Although
the essential element in short fiction is a dynamic story line; much
short fiction is_not without its poetical side. Many a short fiction
writer's style-think of Eudora Welty, Ralph Ellison, and Frank
O'Connor—is notable for its poetry. And, of course, writers who are
not especially noted for their poetic abilities sometimes need. to
create a poetic passage for a fictional purpose. The poetry of fiction
is best discovered by reading passages aloud. In this way stories’
music will revealitself. =~

Ninth, enjoy readmg and dzxcursmg short ﬁctwn ‘While
learning is important -in ﬁeaehmg fiction to ESL students,
enjoyment is the goal. These two aims are not distinct: when a
student learns a great deal about a story, he or she has
undoubtedly enjoyed the process. -

Jn ad&xuon to aﬁese gmﬁelmes many other pnnclples for

(1984) provuies excellent gmdelmes covenng preclass preparatxon

approach to a story is through its characters Indeed character

provides direct access to a story. He also illustrates a method for

drawing_students into_a story through questions, doing great

justice to the subtlety that effective questioning requires. "One's

siseculetmns. he wntes. must be translated mw questmns one

too fét. too fast. ,When one fmls to elicit responses rmmedm,tely,,one
should go back into the more comfortable area of factual questions
with which one began” (pp: 176-177).
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- Of course, principles are no- substitute for observing actual
classroom sessions. Povey (1979) presents an account of a

treatment of a Willa Cather tale; sirailar to_the discussion here of

"The Open Boat.” It is_in classrooms that teachers can more easily
observe the pleasure students experience when they discuss a story
they have read. Such pleasure is Slmlldr to the pleasure first
experienced reading the story, a “sensual and intellectual
pleasure,” writes Charters (1983) * that results when you begin to

understand its individual magic” (p. 17).

Classroom Activities Followmg
Dlscussmn of a Short Stery

Short stories. have ‘an aatomatic unpact on thexr readera

Instructors may extend this impact through activities growing out

of the stories. Lively activities serve to reinforce students'

understanding of the story, to help them remember it, and to show
them that it can lead to still more knowledge and greater
enjoyment

- Activities connected thh short fiction. nsually aim toward

‘definite _learning objectives for the_students: These objectives

include reinforcing or reviewing grammatical points; developmg

- I P T R T T D=t

vocabulary; improving students' crganizational skills; increasing

students’ knowledge of the target culture; interpreting the lit-
erature in the conventxonal sense; and snmply helpmg the students

enjoy the story. Activities sometimes focus first on eliminating
language problems, often acute in nonnative readers, and then on

aspects that are not_specifically_of interest to nonnative readers

and are taught in many native reader literature courses.

___One kind. of activity using short fiction that is equally
applicable to both native and nonnative readers is so basic that
many overlook it. Before presenting a short story, prepare for it

with another very short work by the same author. Or. use
quotations from an interview, if available, with the author. In the

case of Stephen Crane's "The Open Boat,” the facilitator may

introduce the authcr and the story with one of Crane's brief poems

such as "A Man Said to the Universe.” The brief introdiiction and

discussion of a short, usually more readily comprehensible; work
by the same author may relax the students and, by providing some

background in a miniatiire context; ease their task of under-

standing the longer; more complex target work:. The shorter work
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need not be completely discussed: its sole mﬁétiaﬁ is to introduce
the author's style and themes. . = = .

Many activities centering on short ﬁctton are desxgned to
review and improve selected areas of students' grammatical
capacntles The emphasrs is and should be on the students dblllty to

1htériiii§iiiate or advanced ESL courses; thev have usuallv mastered

many_of the essential structures and functions. Often lagging

behind are matters such as formulating more sorhisticated_and

more structurally complex questions; control of teases and time
scjuence; the ability to combine sentences emphattcally and

fluently; -and otiier -areas. These, and, of cuurse, ine goai vf
grammatlcal ﬂexlblllty--the ébility to m'éfiéiiv'i’r lé’rf?i .86

in comunctmn with fiction. I

my pmvx&es
what activities can achieve these objectives? Mei) - inchie (1975)
illustrates a way in which students can improve vic:r control of
syntax through ﬁctlon Flrst they dlvxde sentences mto s"rorter

recombme the smal T sentences and compare the result thh the
original. Waldinger (1980) suggests another rewarding exercise:

have students rewrite parts of a story in_another_tense: He also

suggests using- when and s&nchromzmg past tenses to porlt up
cause-and-effect relationships. Many variations on this technique
are possible. Rewriting sentences chat have no subject or vetb into

complete sentences, as suggested by McConochle (1975) w1ll help

sentérjce types Theqnestmns will be nataral contextual questmns

at that. Oller (1983) recommends storytellmg, still a viable

acthty

Any . act1v1ty should remain falrly close to the orrgmal story
Each activity asks the students to accomplish a task that is not
mereiy a mechanical exercise. If done properly, each activity
simultaneously enables the student to improve his or her grammar

and learn something more about the story itself. The value of an

activity can certainly be Judged by the degree to which it fosters
such growth

mlxture and varled levels of word usage. Thus it affords students
éﬁ *iiiifdrtuﬁity to iﬁéréésé tl’iéii‘ V&ﬁbulﬁry éﬁd t.l’iéii' §éﬁ§iti9it§i t.o
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thenr vocabularv thenr word hoaxd, short ﬁcuon wr1ters do not
hoard their words at all. The rich arrav of idioms-and sensory

evocations found in short ﬁ"tnon is a sweet, pleasant blend students

can savor. Consider the sezond paragraph of Welty's (1966) story;
Powerhouse

,,,,, “Powerhouse and His
Keyboard’,—- Powerhouse ,dnd,,H,lb, Tasmanians”--think__of
the things he calls himself! There's no one in the world like
him. You can't tell what he is. “Nigger man"?--he looks
more Asiatic, monkey, Jewish, Babylonian, Peruvian.
fanatxc dev1l He has pale gray eyes when they re open He

He's here on tour - from the e}

;Qgether on each sxde of ,the pedals. He's not coal black--
b’éverage i:bltirédl;lbbks like a preacher Whéii HE mouth ié

eomg every. minute: hke a monkeys when it looks for

something. Improvising, coming on a light and childish

melody--smooch--he loves it with his mouth. (p. 523)

Equale met.aphorxcnl pa;sages can be found in many other =hort

stories._from Joyce's "Araby” to Katherine Anne Porter's "Maria

Concepcién.” .. .. . . . .
What should the teacher do vuth thm resource--vocabulary”

Much miore can be done besides-explaining the words; ; aithough this

will sometlmeb be neceqsarv Recugmzmg and bemgaBle to_point

nmportanj: skills; as_ Vluilen (1984) vividly demonstrates with

phrases from Angelica Gibbs' short t8ry, “The Test.” Students are
asked to label words as denoiative or positively or negatively
connotatnve \Iore mowle@ge of and facnhty thh _Synonyms: and

wnth the language of a short storv Black Engllsh and its umque

use of language is the subject of Schlepper 's (1979) work on a story

by Dudley Randall. Translation exercises from black English to

standard English; also included in Mullen (1984), while a well-

mtentxoned suggestibn may leaxe the nonnatxve reader w1th a

English needs to be translated to s,tandard Enghsh,m,order,to,be
understood. For a vigorous and healthier activity; ask the student-
readers to retell a_story, in pairs or individually, several times,
gradually_increasing the complexity of the language (Bradford.
1968). Here word recognition and vocabulary development merge.
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Indeed, all these activities. ' nonnative readers of short stories to
get involved with stories and delve into the stories’ words: .~

_At the high intermediate level and especially at the advanced

level, the teacher seeks to firm up the nonnative student’s ability to
organize his or her thougiits in English. Here the teacher
encourages the student to achieve complete control over-central
and supporting ideas, as well as various supporting details; of a
story. If the ordering and linking of parcels ¢f thought is, like most
language and thirkirg tasks; culturally relative, then the options
available in P*gl st1 will still not be fully familiar to most students.

They will zzed . . vsure to structural options. Once again, short
fictioncan * 1[, ,

 Shiort v~ Writers, hke all writers, stake out theu‘ time and
space, 'cé'refunly placing events in both. They distribute-actions and
incidents across koth frames in various unique ways. These typical

working practices of short story writers easily lend themselves to

various activities focusing on - ory orgamzatlon Burmg the

presentation and discussion of *he ztory, thie instructor should lead
students to obscrve the variowu- stri 1 res used to contain the
elements of tales. Observing such m{:""is .lie stude: ts will be able
to transfer these and other-patterns i, < appropria.e way to their
own writings. Moreover, class activities go beyond mere osmosis;
trarsfer, and imitation. Students can and should be asked to take

part in and accomplish pertinent activities..
One useful actwlty is to rompile a chart of opposlte or opposing

elements in & . ‘ory, concret zing the conflicts and struggles that
are the essence of a good story. Students can modify- the endlng of

endlngs wou'd have on the s.0ry as 4 whole and on. t e rﬂ“der They

can retell the story; as DiPietro (1982} suggestsi tuning in to

various options the author may have used at strategic points. They
can and should dlstmgmsh between pnmary and secoudary events

further,; students may make a,full dr aw,lng of the. mqt,l,on-,-anot‘ler
word for order--of the story. The benefits of sucii erganizational

activities and the many other possibilities scholars have suggested

zud teachers can -create include, at the very ';ast: (a) a. clearer
understandmg of the story in questlon (b) an xmpyuved ability to
appreciation of the short storv's riches.-

~ The authors and narrators of stones arrange themselyes into
an infinitely long caravan of voices--some ironic, some sensitive;
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still others seductive, and so on. What better way for the high
intermediate and advanced ESL student to discover his or her own

voice in-English than by listening to these many varieties? Such

authentic voices far surpass thenshal dialogues, which; as Hilferty

and Lezberg (1979) have said, "are frequently. contextualized

m:nxmai*v or not at all proportlonate to their relatwe importance
to the total syllabus” (p. 49). Others, siich as Widdowson (1982),
have made the same point. The human voice in short fiction i is; on

the contraryl always contextualized. L
What is “voice” in fiction? Hoeperand Pmkermg (1982) explam

what the writer does to evoke his or her authorial voice or invent @

character S voxce

From early chxldhood onwe learn to xdentxfy and respond to

these elements of speech (accent, inflection; and duration)

in. &s}:eakers voice: For example a mother can tell her
ening, concerned, 7arrcrused sympatheuc, or affectionate
simply by altering her tone of voice. In each case, the
inother's meaning is the same--she wants her child to come:
However, th:e relationship she creates with her auditor (the
child) will differ dramatically according to her tone. . .. The
particular qualities of a speaking voice sre mavaxlable toa
- writer in r+atinig (one, but to a certain exton! rhythm and
punctuatlon cdn ’ubxtztute for a4 Sspeaker's accent and
inflection, whiie word crder and word choice ¢an influence

~toneas eually in pr ose &5 in speech, (p 64)

represent the most authentic collectron of voices avarlable apart
from actual human speech. Often they have even more variety and

rore vitality than actual speech. Students certainly cannot hope to

't enough cities, towns, and suburbs or meet enough people to

hear a complete cross-section of voices speaking English. However,
fice. x offers a modest substitute for such opportunities and pro-
vides models from which students can develop a voice in English. _
How does the student gam access to this array of vo;ces" of
srmply read aloud preferably,sectmns of short stories and hear, for
example, the situation of a doctor in William Carlos Williams' “The
Use of Force” or of an arguing huband and wife in Katherine Anne
Porter's "Rope.” Henderson (1983) suggests that the ironic voice
may be taught in a direct fashion by havinz students underline the

words and phrases they hear as irony and discuss the properties of
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these words that make them ironic. Asking the student to_teii the

story from another point of view will help reveal the essence of the

irony through different perspectives: Assngmng students to collect
examples on cassette of distinct voices they hear in supermarkets,
on television, and on radio--voices that approach the voices they
have heard in the stories, can sharpen their awareness of voice.
Drawing a face associated with a-fictional voice can encourage
students to notice tone more fully The most interesting and

significant way in which short fiction can_be made accessible to

second language learners may be the activities that ingenious
students and teachers devise themselves.

- As students read, lvarn about, and enjoy short storles hterary
interpretation of the story begins, often unintentionally. If it does
not occur consciously; it may get under way as the result of a
question or remark about the tale. Literary interpretation may

take_place under various.guises; such as thematic discussion,

literary understanding, and so on: In all of these, the students
study the story not to xmprtwe thenr grammar or to de"°lop a

may concern d. smgle aspect of the story or. the ennrastory Costa

{1983) selects an ap;irbprnate; rea of a short story for study: Topics

include conflict, irony, endings, point of view, and -others.
McConochie (1975) applies this typical . approach - through
comprehension and discussion qu< :.ions. Mullen (1984) leads the
reader to understand =ach component of the story and then exhorts
him or her to probe for deeper meaning. Thus the activities of

literary _intcrpretation; far from being_ esoteric; are__simply

questions about the story's significance and directions to students

to search for such meanings; When the questions are well thought
out and both imagiiiatively and pleasantly put forth, the technique
is effectlve But requests to search for -aspects that the mstructor

undertaken in the ESL context is a. systnm of questlons and
dxrectxons that stnmulate d:scussnon. both about the hterature and

handlcaps through productlve and orlglnal classroom activities;
hoth oral and written. It introduces topics_appropriate to_their

sophistication and learning--presenting American beliefs and
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behavior_through literatcre to stimulate and sustain vigorous
intercuitural discussion” (p. v). He includes (a) essential and well-
structured background material for each story; (b) the stories with

minimal glosses; and (c) end material, including basic comprehen-
sion questions, questions to ponder concerning the caasacters and

plot; questions to lead students to consider the major issues of the
stories, and ideas for discussion. As Leki (1984) has rightly
observed, "Although Povey does not introduce the traditional
apparatus for literary analysis (for example, characterization, plot,
theme;, the elements of fiction) his detailed and thoughtful sum-
maries and culture niotes are perhaps more immediately useful as
introduction to the stories” (pp. 732-33). Activities at this level are

neither bald questions about meaning nor exhortations to students
to look for something deep. Inctead, activities are the best, the most
interesting and most catalytic questions students can be asked to

consider and discuss. The net effect of these questions is that they
get students thinking about and questioning the assumptions of
the culture in which they are currently living, the culture from
which they came; and their identitiesinboth. =

Of course even advanced students may find it difficult at times,

even with such questions a guides, to muster enough language
resources or_to integrate them sufficiently to ask questions about

the society in which they reside and whose language they are
learning. If sc, simpler sctivities can usually aid the student to

become-- immersed in; understand, and question cultural

assumptions in the target language; to cross, in Marshall's (1979)

words, "those barriers of time and culture across-which all
literature functions” (p. 332). Role playing particular culture-based
points of view, for example, is a time-honored, useful activity. It
helps. the students to recognize models of individuals within the
target culture. Again, ‘nodifying the ending of a story in terms of

the student's native culture can sharpen his or her perception of

cultural differences; as can changing words to. reflect cultural
differences. Debs‘e is a useful follow-up to a story thet opens one or
another culturai value or assumption to new scrutiny. While these
and other similar uctivities are not unique to literatire-based
classes, they take ou a special richness in this context. ;

~Fiction lends itself to a special brand of ESL. activity. The
activity- it stimulates is not perceived as a series of tasks, but
received with an_excitement and a joy derived from the thought
and feeling that readers are moved to bring to that life. In contrast,
some texts blandly apply a rigid formula and format for exposing

< 1)

-
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the ESL reader t.o ﬁctlon It can be hoped that thxs unongmal

approach has little future. -
_._ The movement back to the story itself should be encouraged,

drawing on the magic of storytelling, listening, and responding or

reacting to the tale. This old tradition, applied to the ESL context,
needs few d‘ any dev:ces or actxvmes Actwlty anses fmm the

students involved.- Such involvement is guarant.eed when reader/
listeners are caught by a good. smry 's revelation of the self or a

persona in a culture: Common sense says that understanding and

then expressing_feelings are among the most interesting and

healthiest processes available to human beings. Indeed, this is
what it means to become an interpreter of literature.
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The Place of L|terature in
theTeaching of ESL

Marckwardt (1978) states some general prmcxples abbiit h6W
literature can best be used in ESL contexts. Because of the flexible
nature of literatiire, the role of literature in the ESE curriculum

varies according to the specific situation and the aims of teaching
English. This is the natural starting point for determining the best

use of literature in the curriculum: Many diverse suggestions are
naturally to be expected. The most frequently stated purposes
include (a) appreciation -and enjoyment- of literature; (b) the
refinement of language skills; (c) the stimulation of more advanced
learning; (d) a stimulus for advanced discussion; and (e) personai

growth. -
-The | pgma,ry purpnse of htemtue in ESL—that of appreclatlon

and enjoyment--does not corflict with the goal of learning (Povey,

1967).. Indeed, the promise of enjoyment is-a key to making

learning desirable. Literature can also, according to O'Brien and
Young (1979), help "students consolidate previously learned but

niot necessarily well-acquired skills” (p. 582), putting the finishing

touches on the students’ language development:. Another optimum

use of fiction, poetry, and drama is, according to Bradford (1968), to

stimnulate further and more advanced study.

~In short, literature must challenge students to attain more and
more knowledge and develop their cognitive abilities. To this end,
the teacher should not select literature that is too elementary:

Whlle the reader must understand what woras mean,

1f the reader understands the language of a story; then the

story .1l be of-no value to him as a language learning

device. . . . Similarly; a story can teach Sentence structure

only if that story introduces sentence structures with which
~ the reader is not familiar: (Bradford, 1968, 2 20‘3i

It is not stnctlv ‘accurate that stuaents learn oniy when they are

exposed to unfamiliar structures; as it has been shown that pricr

77



'76 therature in ESL Instructlon

knowledge contributes to_ lééf-iiiﬁﬁ Nevertheless Bradford makes
an important point: Literature is used well when it is_used to
challenge and prod students to learn more. He alsc urges that
literature be used in ESL only if it teaches more effectively than
other prose forms. This criterion may be overly restrictive.
However; the point remains that literature is put to optimum use
when it stimulates the reader's. leammg According to Widdowson
(1975): "The reader of literature ha: i.: expectations aroused by

the patterns of language which g.vc_shape to_the writer's

perceptions of tlus other reahty and then expenences its

change ®. 70) The reader; then, is stimulated to discover how the

unique patterns of literary language develop. -
_A final optimum use of literature concerns the. readgr h1mself

or herself. Literature can and should stimulate the person's overall

growth. It should be a starting point for higher-l.-vel discussions
concerning the self in all its aspects and especi.lly within the
target culture. It offers ths reader an opportunity for catharsis and
the integration of discordant and conflicting forces in his er her life.
If successfully absorbed; literature stimulates growth. As McKay
(1982). - explams _the reading of literature can be an intense

personal experience. It can stimulate personal, moral, psycho-
logical, emotional, and intellectual growth: It should develop what
DiPietro (1982) says ESL teachers have neglected, "a concept of the
learner as a whole person ” (p. 215). )

_How much English do students nieed to begm to dlscover and
takeniivan zage oft.hase beneﬁts" Upnuon&abojmd concermng the

McConochie (1979) ei:presses a deﬁmte pomt of view in her article
demonstrating the use of poeiry for young learners. She
recommends beginning teaching children poetry when they are
between the ages of 5 and 10. Allen (1979) generally concurs,
advocating poetry and stories for children even at age 3; and she

too.offers specific suggestions. Adults also need. like, and can. learn

from literature; and DiPietro (1983) says not enough has been done

for this group with literature, leaving "largely unaddressed the
question of what to do at higher levels where the reading of
lxterature has been undertak" " (p 44) Thxs tendency is changmg

is. moSL approprmte for begmmng teachmg literature to ESL

students persists for many (Muyskens; 1983):

LOne scholar| euggests that lxterarv texts be mtroduced at

beginning levels in order to prepare students to approach
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literature effectively in college. Not all foreign language
educators agree, however. Esler and Bolinger; for example,
strongly urge that students be well prepared linguistically
before entering into the intricacies of literature. This
debate on_the separation between language and literary
study is not new. Castaneda, for one, firmly believes that

language can and indeed should be taught through
literature. (p: 413)

Muyskens' criterion for deciding when it is best to introduce
literature into foreign language learning centers on the learner. _

. Whether literature is introduced early or late in a student's
ESL training, another question arises: How should the literature
most effectively be used? Some of the many models, suggestions,
and possibilities have been described here. Ashmead (1965) offers
additional ways to treat target language literary materials in an
ESL context. Such models stimulate the ingenuity of other ESL

professionals to develop additional opportunities for students and
teachers to enjoy literature. Marckwardt (1978) discusses obstacles
such as the traditional way of teaching the native literature in a
particular place. But such real limitations may be overcomie. in the
process of creating the widest variety of study opporturities for
ESL students that literature surely allows. S mm e
- When and how often should literatiire b used-in ESL? That is;
how much literature should be included in the ESL_curriculum?
There are no definite answers or certain rules: Widdowson (1983)

points out that no one urges the exclusive use of literature in ESL.
But like communicative syliabi, the Silen’ Way, Total Physical

Response, and the myriad other {unguage methods on the market,
literature is “an available resource” (p. 34). It is a valuable

resource with many optimum uses for teachers and students.
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Guidelines for Selecting

and Editing Literature

for the ESL Classroom

No discussion of literature and ESL is complete without guidelines
for selecting and preparing literary materials for classroom use by

ESL teachers and students. In fact, both stages are crucial to the
enjoyment and study of literature. Unless both stages are handled
well, literature study will not be fruitful or last very long in the

ESL world. In addition; the preparation of teachers is crucial to the
learning of literature in an ESL context. These two matters have
been so thoroughly discussed elsewhere that only the rough lines of
the various alternatives are sketched here. S
- Ingeneral, the barriers between the literature and the student

should be kept to a minimum. Sometimes a barrier is a linguistic
item that is too difficult for the student (eg., unfamiliar

vocabulary). But sometimes barriers are created through devices
that editors may think help’students but actually confuse them.
Simplified, abridged, and glossed texts abound in the ESL

publishing wor'? despite the dangers of textual distortion inherent
in such alter: =< sa0

their purpos: . = .ceut view of simplified literary texts is offered
by Mitchell (1984). Marckwardt (1378) points out that some
“simplified texts change constructions and words and often make
the original length longer” (p: 54). Such editions concentrate on
vocabulary simplification, but are not concerned about complex

syntex, which is an equally important aspec: of any text

Abridgements or reductions often greatly distort texts, and for this
reason are strenuously avoided. . - . -

- How useful are adaptations? Marckwardt (1978) concludes
through an analysis of a Jack London abridgement that each
alteration represents gains and losses that must be weighed
carefully. Others are more vehemently committed to one or
another position about altered texts. O'Brien and Young (1979

declare that advanced students want to and_can_handle unedited

texts. Bradford (1968) urges the use of complete pieces but ac-
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knowledges that excerpts are sometxmes necessary a;nd should be
treated as complete units. Ashmead (1967) considers abridgements
be downnght destructlve "l do not regard the attempt of one

dxscussmn of the problems of selectmg and ed:tmg hterature fot

ESL, states, "An introduction to unagmatlve literature should not
present simplified versions” because they "have no place in a lit-

erature -anthology” (p. 129). He did, however, shorten some selec:
tions without, he feels, destroying the pieces. Muyskens- (1983)
seems to agree with Slager but notes the difficulty of finding un-

abridged works with sufficient mtro&uctory and supporting

materials. :

~ The opposite ;ﬁssmon is represenwd as much by those who ths-
cuss their actual classroom practices of using simplified texts (e.g.,
Abercrombie, 1983); assuming such texts are necessary; as by those
who formally suggest that not enough is known about foreign
students’ readiness for unaltered texts. Arguments for altered texts

often point out student unreadiness rather than directly sug-
gesting text modificatiom. They often also show up in afEuExéﬁEé for
the selection of literatura, as discussed later in this section.

- The amount of direct contact with an unaltered literature text
that-is appropriate for ESL students depends-first of all on their

léiiéliiiEn"g"li’sﬁ beginning; intermediate; or é’di*an’”’cgd’” Two crucial

says the unportance of the vocabulary problem is probably over-

stated. . Acknowledging that students may encounter many
unfamiliar words in a single piece of literature, he favors vocabu-
lary acquisition through context and repeated contact, rather than
through memorization. He suggests also that students study pre-
fixes, suffices, and cognates, and use an English-only dictionary.

Slager (1965) concurs, with the reminder that even though the

dictionary helps only with conventional senses of words, it is an
important but not exclusive source of linguistic information.

-The situation with syntax is not as clear primarily because of a
lack of knowledge about its real complexity for ESL stuidents. Scott
(1964) states; “We've no readily available tabulation of svntactic
structures uitéﬁiié 61‘ tﬁéi{- frequency of occurrence; as we do for

scientific approach to svntax Harris and Harns ( 1967) also dxscuss
the lack of verifiable syntactic information. Thus scholars and
teachers may have a sense of the extent of lexical and syntactical
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difficulties of literature for ESL students, but they have o

empirical measu-e of difficulty. - S
— A related question is whether determining the _ precise

difficulty of words and sentences for ESL students is pertinent to
their success. Can they learn from_ unedited literature without
their teachers—or they themselves: for that matter-knowing which
words and_sentences thev find ‘most difficult? Potter (1983)
explains that readers absorb the meaning of a text according to
general and specific background information that they bring to the
task: Scholars generally concur that students need not comprehend
everything they read, as general-comprehension occurs despite the
inability to grasp various difficult structures (Buckton, 1983;

Povey, 1967). Indeed, Barry (1983) argues that an overload of
linguistic information can hurt rather than help fluency. - -
- The mostdifficult challenge of literature is lessened by cultural

knowledge: ESL professionals agree that when cultural in-

formation is incorporated in the text students grasp complex

material more readily. Povey (1967) suggests that cultural barriers
are more likely than language difficulties to confuse students.
Thus the selection and preparation of literature for students must

take culture into account and help students understand it. In
discussing Matthew Arnold's "The Scholar Gypsy,” for example,

Munro (1969) acknowledges that students who are intimidated by

the poem cannot appreciate it. However, he does not believe
glossings are a solution. Marshall (1979) gives the example of
attempting to teach: Hopkins' "Spring and. Fall” in a tropical
climate where snow simply is not among the elements. This barrier
isindeed a challenge. Text material should be replete with ciiltural
inforination and edited to help students recreate the scene they are
reading about, perhaps even visually (Buckton, 1983). In such a
situation the book functions as a prop, offering the kind of cultural
orientation, for example; that helped Laygo's (1978) Filipino

students appreciate and effectively interpret two. American short

stories. Thus literature that strikes “a balance between writing

which stresses cultural universality, and the generality of human
emotions, and those cultural elements which ar st specifically

and individually American” (Povey, 1967, p. 4: _Jst accessible

for ESL students. Even though true biculturality may be impos-
sible, it may be a reasonable educational goal (Marckwardt, 1978).

In addition to the obligation te supply nonnative students v 'th
essential cultural information, the editors of literary ESL texts

need to meet several criteria. These criteria include (a) contem-
poraneity, (b) cultural and geographical inclusiveness; (¢) brevity,
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0 accesility o sl an spproriteness o hesadens' e

(e) completeness, and (f) cuitural significance and interest, or
universality.

Contemporaneuy Few scholars or crmcs f'md fault thh the
criterion of contemporaneity. Old words and distant histerical
events add little to ESL students’ experience of literature;, and may
even _discourage them. When students can see in:the literature

aspects of the target culture they encounter in daily life; they

receive a learr:ir . reinforcement (ﬁdeyanju 1978):

Brevlty ‘The works should Berelatlv°ly biief. Except for novels,
discussed shortly, brevity will improve the tracher's chances of
maintaining students' interest throughiout a lesson. If they Have to
struggle for too long with an uafamiliai text, they may lose
interest (Adeyanju, 1978).

, Accesst&hty of StylekThe work =hquldh \2.an accessxble style

(Adeyanju, 1978). Indeed, style is a major factor in determining
whether the piece is literary (Slager, 1965). The works should have
interest value for ESL students; fiction's plots and subject matter
should be attractive (Adeyamu 1978).

- Gompletgness As dlscusaed, many teachers feel complgte works
are_best; if only, as Marckwardt (1978) suggests, "to demonstrate

that literary works do have a beginning, a middle; and an end” (p:
67).

sevetalscﬁolars agree zhat a work need ,not be a classm or great
literature to be useful in ESL (Povey, 1979; Widdowson, 1975). At
the same time, notes Slager (1965), "writers of distinctior” are
“just as accessible as writers of lusser stature” (p. 129), if chosen
carefully. He contends that Fa.iixner, Jamies, and Conrad have

prohibitively complex styles. But such a blanket exclusion of
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Q

authors 15 unwarranted orce teacherq know Bow to sele.,t ar!
present literary works for ESL.

Beyond _ these criteria; - generally speal ing, the hterature

chosen sﬁcmld consider and be relate" to ”‘.c surroundmg society

curﬂculum o .
Briefly_ presented J:hese are the ‘main critena used repeatedly

in the selection of literature for ESL students. Jacoby (1985) and
Leki (1984) provide comprehensive surveys of two contemporary
anthologies aimed at ESL students. But what literature are these

students actually -reading outside of class? They. are. reading

a -steries with- short but comple:L _plots  and. _clear solutions

{leringer, 1979) -and oti:er crime narratives, attracted by their

motivational value (Kerschgens, 1978). Several teachers and

scholars have recorded their ESL -students' -experiences with

contemporary -and recent writers (Hergt, 1978: Hoegel, 1977;
Marckwardt, 1978; Meltzer; 1984; Scherwionke, 1978: Wolter:

1977). DiPietro (1982) stresses the importance . of using ethnic

themes and writers in ESE classes, suggesting particular pieces

and_authors. This_approach is. simply another dimension of the

peed for inclusiveness regarding the literatures available in
Er éixéﬁ to ESL teachers and studet.  The literatiire of the world
is 'a sinugle broad panorama” (Mar ardt; 1978, p. 29); replete
with  valuable -literary resourc _ e vast_ ‘body includes
tradxt;onal classxcs, modern innoy___ons, ad perenmal chxldren S
favorites (Marckwardt; 1978); stories that nee ' scting out and
nonvert  clues (Bradford, 1968); and poss:bxlmr ayond any one

teacher rnagmmg, -

some extent a separate questxon, pnmanly because of its length

While the other selectlon,,cnteu&easxly apply to. ine novel, the

issue of length is a unique criterion with. respect to the novel. It

involves the question of how. to maintain studeats' interest

throughout a long, perhaps complex story. Another qusstion is how

to obtain what are.. in some instances, not- easily available
materials. Fortunately, solutions are available, ranging from

Marckwardt's (1978) suggestion to select chapters or episodes to be

read -in- English while the remainder of the novel is read .in

translation to Yorke's (1980) procedure: clip key passages {rom the
first two-thirds of a nouvel: give one passage to each student have
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sl;udents read and prepare the1 ciii?r;.ité for iii'éééiitiitioﬁ to the

Such snggesttons seek to avo:d the dreary readmg of . long.

culturally distant novels that nonnative readers find distasteful
(Kumar, 1978). As noted earlier, connotation and abridgement
may riot solve this problem. Innovative use of authentic mater:als,
such as those described; if well-arranged, can play a- valid role in
ESL while the full work remains easily available nearby.

_ In this regard; more; not less, than the fi-1! work is necessary

Slager (1965). has pointed out how mtrodnctory materials, well-
chosen bxograpslucal fncts and explanatxons wien approprmte can

explam to some studentgﬁw,haj the Oecj.pu,s,comﬂex 1fsfbefore they
read Frank O'Conner's "My Oedipus Complex.” In-addition, short
supplementary manuals can cnable readers to find informaticn if

and when they requireit. o I

The best and most xmportant resource-—by no means
supplementary—is the teachor.. The best selected and edited
literary materials are simply not sufficient without teachers. The
most serious lack in ESL instruction is not that of appropriate
litéi'i:i'? iiiﬁtéi'iﬁlé biit thﬁt 6f téiiéhéi@ ti'ﬁiiiél Wéll éiiiiiigh to use

pomt,oif reference; literature was ruled-out of court ,very
largely because linguists; generally éﬁéékiiig;ﬁfiﬁi:iﬂitéf-

ary scholars: It's amazing hew much philistinism there is

among linguists and applied linguists. It's rather surpris-
ing how few people concerned with language these days
have any interest ir or knowledge about literature. (p 34)

The absence of methodology courses in ..eachmg hterature has been
cited as a current deficiency in the curriculum (Muyskens, 1983).

- Farhaps the key word in learning about using literature in ESL
is not- training; with its rigid -connotations; but exposi.re.
Nevertheless, the real work of making literature accessible and

enjoyable to ESL_students and teachers lies not in materials

selection, but in the best teacher-training and in-service courses
possible. Sensitivity exercises and sessions can help teachers who
are mtnmdated by literature to become ‘more aware that 1t is an
seminars can be,oﬂ',ered on l;terature and ESL Such educauon can
take many forms. as administratcrs, scholars, and teachers seek to

address their needs: Whatever resources they invent or discover:
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teachers wﬂl ultnnately feel freex to- make u..ll use. o!' en; '*y, and
even create original literary materials for their students' use and
appreciation.

1
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